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INTRODUCTION. 

,T IS mainly for the guidance of the student that 
this descnptive catalogue of the etched works of 
Rembrandt is designed. I have no desire to dis- 
parage the labours of those who have preceded 
me, but having for some five-and-twenty years been an 
earnest admirer of these works of the great Dutch master, 
and having acquainted myself with the well-known catalogues 
of Gersaint, Daulby, Bartsch, Wilson, and Charles Blanc, I 
have long been of opinion that there is room for another 
which, while it presents an accurate account of the various 
States in which these etched works exist, shall form an index 
to the larger public collections, and by a careful re-arrange- 
ment shall give a clearer view of Rembrandt's work as a whole 
and convey an idea of the order in which the several prints 
were executed. How far I have succeeded in my endeavour 
to produce a volume which shall fulfil these requirements I 
must leave my readers to decide. To qualify myself for the 
task, I have visited and catalogued all the public collections 
to which reference is made ; I have, through the kindness of 
the owners, been able to examine and make my notes upon 
many rieh and extensive private collections both in England 
and on the Continent, and, favoured by those to whom they 
were entrusted, have seen and recorded the greater part of 
those prints which during the last few years have been dis- 
persed. That my work may be the more complete, I have 
sought out the numerous existing copies, whether earlier or 
mor«* recent ; and, to escape the error of discarding an authen- 
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tic print or accepting a spurious one, have with equal care 
studied the technic, and already partly compiled the catalogue 
of those etchers who, living in Rembrandt's day, and to a 
greater or less extent following his manner, are classed as of 
his ^School/ If to this I add that much time has been 
devoted to what may be termed the literature of Rembrandt, 
it is that the student and the amateur may feel assured that 
they are not asked to accept crude ideas or imperfect generali- 
sations, but that there is placed before them a volume which, 
whatever its demerits, has not been hastily put tc^ether, but 
is the result of long and patient investigation. For much 
valuable assistance in my work I must here express my 
acknowledgments. To George W. Reid, Esq., Keeper of 
the Prints in the British Museum, my thanks are especially 
due ; probably no one living, either here or abroad, possesses 
a more extensive knowledge of prints ; and few I think can be 
credited with the same unerring judgment in estimating their 
relative condition and value. I have had frequent occasion to 
consult him, and have found him, as indeed all the officials in 
the Print Room, ever ready to afford me assistance. Among 
others to whom I am under obligation are the Vicomte 
Delaborde and Mons. George Duplessis of Paris, Professor 
Colvin of Cambridge, Mr. De Vries of Amsterdam, Mr. 
Scholten of Haarlem, and the late Mons. De Brou, librarian 
to the Due D'Arenberg of Brussels. I have also to thank Dft ' 
Thausing and Herr Schestag of Vienna for their commu* 
nications respecting the Rembrandt etchings in their charge, 
and other gentlemen whose collections have been opened to 
me, or whose ready aid has always been so willingly afforded. 
The chief object of a catalogue is to furnish a reliable 
index to the works of which it treats ; it is accuracy not 
elegance of diction that is desirable. The amateur whose 
well-directed taste leads him to look for excellence alone may 
think the time misused that is devoted to the task of recording 
minute and, in his sense, utterly unimportant peculiarities or 
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variations. It is not the rarity of a particular impression or 
the consciousness of its possession, but its perfectness and 
beauty that give him pleasure ; and he very rightly prefers 
the later and more frequent, if in its true and intrinsic value 
it is preferable to the earlier and the costlier one. But how 
has he acquired the discrimination which enables him to 
decide which is the better and more desirable impression ? I 
do not hesitate to say that true artistic perception is rarely 
intuitive ; it is only as a rule attained by the long and careful 
education of special faculties, and often lamentably fails in 
cases where we should have expected to find it in perfection. 

The student who would really command a knowledge of 
his subject must be content to descend to particulars, must 
train his eye to remark distinctions and differences which, if 
sometimes minute, are sometimes important ; must learn what 
to admire, and be able to fix the standard by which he 
decides. To acquire this power unaided is no easy task, and 
he who attempts to impart it should make it his first endea* 
vour to be exact. 

In the following work I have endeavoured to be as concise 
as possible, to use the fewest terms, and those always in the 
same sense. Special attention has been given to the measure* 
raent of the prints, use beine made of English inches and 
tenths and French millemetres, and where, as is not unfre- 
quently the case, impressions from the same plate are found 
slightly to vary in dimensions, the measures are from that 
which shows fewest marks of irregularity and is in the most 
satisfactory condition. The s^nature' and date have also 
been very carefully recorded ; sometimes concealed beneath 
or confused with the shading, or lightly engraved, they are not 
always easily decipherable, but, with the able assistance of 
Mr. W. M. Scott of the Print Department in the British 
Museum, I feel assured that they are in all cases given cor- 
rectly and maybe relied upon. The 'states'* have been most 

' Much has been said and written respecting ' states.' Our use of the word 
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carefully worked out, though only those variations are noticed 
which are necessary for definition or are least likely to be 
mistaken ; and after each impression or state is added the 
initial letter of one or more of six large and important collec- 
tions in which it may be found. These are the collections in 
the Print Room of the British Museum (BM.) ; in the Fitz- 
william Museum at Cambridge (C.) ; in the Taylor Institute 
at Oxford (O.) ; the Bibliothfeque Nationale at Paris (P.) ; the 
Trippenhuis at Amsterdam (A.) ; and the Teyler Museum at 
Haarlem (H.). I regret that the Biblioth^que Royale at 
Brussels was closed at the time of my visit, and that I have 
not yet had the opportunity of inspecting the collections in the 
Hofbibliothek and the Albertina at Vienna. 

Notice is next taken of the earlier copies of each several 
print, whether in the same direction or in reverse. The 
authorship of these cannot always easily be determined. 
Where, therefore, a name is given which does not appear 
upon the plate, it must be understood to rest in nearly every 
case upon my responsibility alone ; and wherever there might 

or its corresponding term ' iiat ' is comparatively recent. It occurs once or twice in 
Bartsch, but there implies not what we now mean by a ' state,' but the condition 
to which a vamisheoi plate has been brought by some process which is de* 
scribed ; when difference of technic, etc. in a worked plate is recorded the 
word made use of is ^ Ipreuve,^ Wilson's term is 'impression.' M. Charles 
Blanc, in 1858, applied the word as it appears in this volume, and though its 
suitableness has occasionally been questioned, the advantages of continuing it 
exceed, I think, the objections that have been raised. He explains that by his 
word ' remarques ' he designates the peculiarities occurring in certain impressions 
of a plate, and not in others, which serve to distinguish priority, and so establish 
a State. As any other definition founded on the nature of such variation, or the 
lapse of time between the moments of their execution, must to a greater or less 
extent be arbitrary, I have thought well to retain this simple and comprehensive 
term ' State,' to imply the order established by certain distmctive marks in which 
an impression, or set of impressions, were drawn off the plate. That a higher 
commercial value attaches to an earlier State is an inevitable result, which, how- 
ever, need not concern us ; that, as a ruUy the earlier State is in Rembrandt's 
etdiings by far the finer impression is a well-established fact, which I cannot too 
strongly impress upon the student. And if my theory is correct — and I claim for 
it that it is founded on a wide basis of observation, — ^just in proportion as we 
descend the scale and arrive at later States is, in perhaps nine out of ten cases, the 
obliteration of Rembrandt's own work. 

For remarks on ' States,' the student may consult Link and Naumann and 
Nagler, all referred to in Dr. Willshirc's delighthil volumes on the Study and Col- 
lection of Ancitnt Prints^ Bibl. xli. 
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be even the remotest possibility of such copies deceiving or 
misleading the student, the measurement, or some distinctive 
variation, is recorded by which they may be known. I Of the 
later ones, reference is made to the copies and reproductions 
which appear in M. Charles Blanc's two superb 4to vols., and 
some few others are noted, but for obvious reasons it is not 
desirable to direct attention to the variations which distin- 
guish them ; many are so ably executed that they are almost 
absolute facsimiles so far as technic is concerned. I do not 
know that the plates will be destroyed ; and if at some future 
time the minute differences were corrected and impressions 
taken on old paper, or paper prepared for the purpose, even 
the most skilful connoisseurs might be deceived.^ ^ 

Finally, when the subject has required it, notes critical and 
otherwise are added. 

The illustrations at the end of the volume are referred to 
in the text ; executed as best they might be with pencil or 
pen, to be again reproduced on lithographic tracing paper 
and from that transferred to stone, they make no pretence 
to artistic quality, but are simply meant to show some special 
variation or peculiarity perhaps not so easily described in 
words* 

But that which gives to this Catalc^e its greatest claim 
to originality is the chronological arrangement which I have 
thought it expedient to adopt The idea is not a new one ; 
Vosmaer, in 1867, pointed out the way, and at the end of his 
book has given a carefully arranged table, not of the etchings 
alone, but also of the paintings and drawings attributed to 
the master. I have not followed his table, but have worked 
independently, and, as will be seen, have occksionally dis- 

■ I would suggest to collectors not only the expediency of marking their 
prints— it can be done without in the least degree marring the beauty of the im- 
pression — but of instituting some kind of register of the more rare and precious 
ones, which, however, to be of value, must hit excessively exact and conscientiously 
executed. 
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agreed with him as to the position assigned to certain prints. 
Since I commenced it, the Exhibition of Rembrandt's Etch- 
ings in the Gallery of the Burlington Fine Arts Club has 
been held, and an opportunity such as I could hardly have 
hoped for was afforded of testing the accuracy and correcting 
the errors of my Tables. In the early part of 1877 a member 
of the club requested me to furnish a list of the etchings of 
Rembrandt, arranged in the assumed order of their execution, 
for the use of the sub-committee ; soon after, being invited to 
join that committee, as the selected prints were received and 
framed, they were placed in my own order upon the walls. 
The advantage of being thus able to see them side by side 
cannot be overestimated ; opinions were elicited and altera- 
tions suggested ; the prints were again and again rehung ; and 
though, finally, some were allowed to remain for exhibition 
which I myself would not have accepted, and dates assigned 
which I have not hesitated to correct, the general result was 
most satisfactory ; and I am glad to express my obligations 
to the experienced connoisseurs with whom I was associated 
for valuable hints and criticisms which have afforded me no 
small assistance in this part of my task. 

The reasons which have led me to determine on some 
form of chronological arrangement for the prints described in 
this Catalogue will, I feel convinced, at once commend them- 
selves to the student and the amateur. 

In examining a collection of Rembrandt etchings, there 
are certain salient points which must at once attract atten- 
tion and arouse inquiry ; assuming it to be arranged as every 
public and private collection has been arranged hitherto^ 
prints will be found in close juxtaposition which present so 
many singular and unexpected variations in both manner 
and technic, that the observer will naturally be inclined to 
doubt how far they can properly be attributed to the same 
hand. Let him open, for instance, a large volume or solander 
containing what are known as the Scriptural subjects ; if the 
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series is complete, the prints will follow in this order : Adam 
and Eve in Paradise ; Abraham entertaining the Angels; 
Abraham sending away Hagar ; Abraham conversing with 
IsaaCy Abraham* s Sacrifice; Four Prints from a Spanish Book; 
Joseph telling his Dreams ; and Jacob lamenting the Supposed 
Death of Joseph; eight prints, differing so materially in both 
treatment and technic, that it is evident that, without some 
further explanation, one or more must at once be rejected. A 
like difficulty will recur again and again ; and it is not too 
much to say that a complete acquaintance with the several 
prints, if gained without any regard being paid to their dates, 
will leave the student with a most indistinct idea of what the 
nature of Rembrandt's etched work really is, and certainly 
will have afforded him no data on which he can found his 
observations on Rembrandt's other works with the pencil and 
the brush. But let the collection be arranged in a chrono- 
logical order, and his studies will direct him to a definite end ; 
he will find that, widely as the etchings differ from the draw- 
ings and the paintings of the master, he is gaining knowledge 
through them which will be of infinite value; he will take this 
knowledge with him when he enters the galleries or inspects 
the portfolios in which Rembrandt's other creations are en- 
shrined, and he will discover that the variation in manner is 
equally apparent and in a like direction ; he will see that theA 
earliest works in all kinds are more finely finished. There 
is in the first period a certain delicate and careful handling, 
or in the hasty sketches a less formed character ; later on 
he will perceive that the technic becomes more decided, 
broader and bolder, according to the subject, and towards the 
end the point is used daringly, and the brush is broader and 
more heavily charged with colour ; that the manner in draw- 
ing, etching, and painting has equally an earlier, middle, and 
later style ; and he learns that a thorough acquaintance with 
one is an important step towards a knowledge of the others. 
The student will not rest here, but turning his attention to 
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what is called ' the School of Rembrandt/ will gain a further 
source of interest and pleasure ; his careful observations will 
enable him to form reliable and sound opinions, and as he 
progresses he will be able the better to appreciate the value 
and decide on the authenticity of the great master's work. 
The growing breadth of design and treatment in the Lesson 
in Anatomy, the Night Watck, and the Syndics, is as marked 
and real as it is in the superb etchings of the Angel appear- 
ing to the Shepherds, the Hundred Guilder, and the St. Fran- 
cis ; the variation in manner is equally marked ; we hardly 
need to ask their dates, or inquire into their difference in time. 

That I have not entirely followed the chronological 
arrangement, but have broken up the series into four classes, 
is due partly to a desire to consult the convenience of ama- 
teurs who require a catalogue whose arrangement shall be 
easily mastered, and by which their prints shall be readily 
indexed, and partly because I believe that a modification of 
the system will prove more instructive to students than 
would a rigid adherence to a chronolc^cal order. 

An artist's manner necessarily varies to some extent with 
the nature of his subject ; the resemblances in technic between 
a landscape, a portrait, a more elaborate composition, and a 
rude hasty sketch, executed at about the same time, are not 
always so apparent as to be at once recognised ; and I have 
ventured to think that a better knowledge will be gained of 
Rembrandt's powers of design and composition, a clearer 
conception will be formed of the gradual variation m his 
manner and his treatment, if the different groups are in the 
first instance studied apart, and we view in their proper order 
the several examples each class affords, comparing landscape 
with landscape and portrait with portrait, etc.,' and afterwards 
proceed to examine each print as but one in a single series 
comprising the whole of his etched work. 

It was while I was engaged in arranging the etchings of 
Rembrandt in the order of their execution that I became 
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aware of a fact regarding the use of the monogram RH^ which 
had certainly never been suspected before ; yet it is so simple 
when known that it has already met with general acceptance. 
It is singular that, until the time of Vosmaer, all who have 
written upon Rembrandt have agreed to misread this sig- 
nature, assuming it to be composed of the first and last 
letters of Rembrandt's name, R — t, instead of seeing in it a 
monogram composed of the first letters of his proper desig- 
nation during his father's lifetime, Rembrandt Harmanszoon, 
RH. It has been read by Bartsch, and every catalogue 
since his day, as R — ^t ; it has been so read by Weigel, Nagler 
and a host of others, including every English, German, and 
French writer, except the most recent ; and although Vosmaer 
corrects the error, his correction has been generally over- 
looked ; while even he, as is shown in his chronological 
table, has not perceived the fact, which I was the first to 
recognise, that the use of this monogram is confined entirely to 
Rembrandt s earliest etchings^ and does not appear upon any 
one of them later than 1632. The conclusion is an important 
one, and may, I believe, be carried still further, and form a 
factor in the evidence r^arding the authenticity of Rem- 
brandt's other works. I do not say that the presence of the 
RH with a later date is fatal to the painting or drawing on 
which it may be placed, but it should lead us to question the 
inferior parts of such work, and certainly doubt the correct- 
ness of the inscription.* 

It is frequently asserted that a large number of the prints 
which have been hitherto accepted as the work of Rem- 
brandt, and which are here catalogued, are not by his hand. 
This raises an important question only to be satisfactorily 
answered by a careful scrutiny of each doubtful print in its 
various states, and by an equally careful investigation into 

> For further notes npon the monogram and on the use of the Van Rijn, see 
Biol. xxxi. ; the argument is too long to be inserted here. 
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the arguments of those who believe they see in it the technic 
of a pupil or an assistant. It has been said that Rembrandt, 
in his earlier days especially, was so fully occupied, that he 
could not possibly have executed all the etchings which bear 
his name ; but this is to assume that a much longer time was 
required for the completion of at least three-fourths of the 
minor prints than we are disposed to allow. Those executed 
prior to 1633 were mostly mere sketches, essays with the 
point, studies of expression or feature, plates taken up pro- 
bably as much to gain freedom of hand and readiness of 
manipulation as for any more serious purpose ; they are un- 
equal in merit and varied in technic, a few only presenting 
signs of elaboration, but mostly evidences of rapid work com- 
bined with an almost careless indifference as to result There 
is a well-known anecdote regarding a much later print, known 
as Sis^s Bridge (No. 313), to the effect that it was commenced 
and finished while a dilatory servant went to the village for 
the mustard ; even if this tale is not accepted as true, it at 
least proves that Rembrandt was known to be a very rapid 
workman, and we ourselves cannot but feel that in many of 
his smaller prints the execution almost kept pace with the 
thoughts they embodied. Apparently, a more conclusive 
argument is that drawn from the evidence of Sandrart and 
Houbraken, to which, in the 'Life of Rembrandt,' I shall 
"again refer. Their testimony may be accepted so far as this, 
that Rembrandt had pupils of whose assistance he at times 
availed himself ; and while, as I shall afterwards show (page 
1 3 and No. 224), he could have reaped little or no profit by 
their engraving, there can be no doubt that he accepted 
assistance in filling in the less important parts of his pictures 
and of some few of his larger etchings. In regard to paint- 
ings, he only followed what was, and still is, a common 
practice ; no one supposes, for instance, that Rubens filled 
entirely with his own hand the large canvases ordered by 
princes, church dignitaries, and others. Among the letters of 
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Albrecht DUrer is one to Jacob Heller, a rich merchant of 
Frankfurti who had given a commission for a triptych. In this 
he assures him that of the central compartment ' no one shall 
paint a stroke but himself/ clearly implying that he will not 
hesitate to employ extraneous aid in executing the minor 
figures.^ 

Engraversi sculptors, and workers in metal have all 
employed the help of others, and it can be no discredit 
to Rembrandt that he did so in his etchings as well as in 
his larger works ; and yet one cannot but regret that he 
should have allowed other hands than his own to appear 
upon his plates. Etching, as Hamerton has rightly expressed 
it, is a personal art, every touch has its character, and it 
is unfortunate that less skilful technic than that of the . 
master should mar the beauty of compositions, than which 
no finer could be conceived; that the first plate of the 
Descent from tJu Cross should have been ruined in the 
acid is a loss for i^i<^ the repetition of the subject, full 
of coarse and inferior work, is insufficient compensation ; 
that others should have been permitted to touch the copper 
of the Ecu Hcf9to is a grievous drawback to a print which 
has always deservedly met with the warmest encomiums. / 

But it is not only in the larger and more elaborate prints 
that pupil or assistant work appears, at times so distinctive 
that we can with tolerable certainty assign it to its author, 
at others shovring so little character that it might have been 
executed by any one who could handle a needle or a graver ; 
there are many smaller prints known * as * Rembrandts ' full of 
inferior technic or wanting in all those qualities which we 
expect to find. How do we account for them — must they be 
entirely discarded ? There is a certain grand simplicity in 
cutting the Gordian knot, and, while we repudiate, distribute 
them almost at hazard among * the Rembrandt School ; ' 

> Hiaorypfthi Lift oJAlhrecht Dnrer^ by Mrs. Charles Heaton, p. 210. 
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but the student is bound by stricter rules, must exercise 
caution in rejecting prints which have been universally 
accepted, and be prepared with proof in support of his 
conclusions if he assigns them to another. 

It has been constantly and confidently asserted that 
Rembrandt continually altered his plates, working up and 
producing new States. The charge, usually combined with 
an accusation of avarice and dishonesty, would seem to be 
established by the numerous States in which some of his 
plates appear, and has now come to be regarded generally 
as an accepted fact, to which our explanations must be 
fitted. But the conclusion at which I have arrived is in 
entire contradiction to this usually received opinion. Rem- 
brandt very rarely altered his plates ; when he did so, it was 
solely for an artistic or other such intent ; he corrected an 
obvious error, supplied an unintentional omission, or added 
that which he knew was an almost necessary improvement ; 
alteration for the mere sake of alteration, still more, alteration 
through greed of profit, was entirely foreign to his habit ; and 
whenever a change is effected which does not recommend 
itself to us, and is unworthy of his genius, I do not hesitate 
to affirm that an inferior hand has wrought upon the 
plate. 

For proof of alteration by Rembrandt's own hand we may 
take the Portrait of Jan Six, No. 159, in its Three States. 
We see first the removal of an error in design, next is the 
correction of a mistake in the inscription, and no other 
very evident technical variation beyond what might perhaps 
have resulted from the printing. Again, there is the print 
called the Large Presentation in the Temple^ No. 208 ; the 
variations which constitute the 2nd State are a decided 
improvement; the deeper shading on parts of the central 
group heightens the effect and corrects the too great 
uniformity of tone. In the beautiful landscape known as 
the Three Cottages^ No. 325, and in the Portrait of Epkraim 
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Bonus, No. 158, the high lights which formed too strong 
a contrast in the ist States are lowered with excellent 
and masterly eifect While for evidences of alteration with 
which Rembrandt could have had nothing to do, remark 
not only the heavy burin work which disfigures the commoner 
impressions of the earlier prints, but also the senseless varia- 
tions and harsh rework on those of a later time. It can surely 
never be assumed that the hand which had created the por- 
trait of Lutma could so far foi^^et its cunning as to produce 
the changes which mark the 2rtd State — that the master 
himself introduced that meaningless window, and the weak 
shading which surrounds it, and the carefully engraved in- 
scription below ; nor are we willing to believe that he who 
had conceived the grandeur and sublimity of the Three 
Crosses could, in reworking the worn-out plate, be so little 
conscious of its original merit as to obliterate, conceal, or mar 
every excellence it had possessed. The more earnestly we 
strive to understand and fathom the surpassing genius of the 
master, the more will the conviction force itself upon us, that 
these injured later States were not his own, but were the 
handiwork of others who could neither imitate his technic nor 
appreciate his powers. 

A great part of the earlier and minor work of Rembrandt 
was in pure etching or in drypoint of the simplest character ; 
only with a few of the lesser plates could he have had any 
other object than an experimental one, or to attain skill 
in manipulation. Carelessly executed, or injured with the 
acid, the copper was sent back to the beaters to be prepared 
for fresh work, or, as must often have been the case, was 
thrown aside unheeded, to be taken possession of by a 
pupil, and by him completed or varied, parts reworked and 
deeply shaded, or backgrounds introduced ; perhaps all 
this done as practice under the direction of the master, 
and printed fVom at the time only that the results might 
be observed. .That in after days Rembrandt's own proofs 
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of these plates or the impressions produced later on should 
be highly prized does not affect our ailment Instances 
are not uncommon of early work, hastily executed, regarded 
by the master himself as hardly worthy to be retained, 
given perhaps, as were David Cox's sketches, to his pupils 
as their lesson proceeded, to be by them practised upon, 
or kept untouched as memoria of his teaching, and not 
until after days be eagerly sought after or lovingly pre- 
served. 

The presence of the variations which disfigure Rembrandt^s 
later plates must be differently accounted for. We know 
that towards the close of his career, he, like too many of 
the sons of genius, fell into irreparable difficulties. The 
bankruptcy which overtook him, however it may be explained, 
caused the dispersion of the extensive collections which 
he had for years been accumulating. The inventory of his 
sale, though clearly far from complete, is sufficient to 
show that few, if any, of the contents of his studio and of 
his dwelling were left to him. The plates on which he had 
wrought were not likely to be forgotten, and, though no 
mention is made of them, they too would be sold : passing 
into other hands, the time was not far distant when they 
would be available ; and that which we know happened 
long afterwards, when * la veuve Jean,' the widow of the 
Paris printseller, employed alien hands to rework the Rem- 
brandt plates which had come into her possession, was 
only a repetition of what had taken place before. No sooner 
did the day arrive when Rembrandt's opposition could no 
longer be feared, when from failing health he was unable 
to protest, or it may be when he was not living to claim 
his copyright, than these plates were reworked and varied, 
and impressions taken to reward some unprincipled dealer 
by their ready sale. 

And while thus expressing myself, a significant fact 
occurs to me which should not be overlooked. An amateur 
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of Rembrandt's own time, P. Mariette, has written his own 
pame on many of the prints which entered his collection, 
and with his name has given a date^ never I believe earlier 
than 1667: now for six years at least before this date 
Rembrandt had ceased to etch, and during those six years 
his life is so clouded in obscurity that the dates on a few 
pictures and the evidence afforded by the public registers 
are the only proofs that he was alive. Can it be that these 
latest impressions were then entering the market, and that 
Mariette, anxious to attest the originality of the earlier ones 
which with such judgment and discrimination he had acquired, 
chose to pen an inscription which should distinguish them i 
It has been asserted that he never put his name upon an 
inferior impression ; I have certainly never found his authentic 
signature upon an impression from a reworked plate.^ This 
at least shows that he thought them unworthy of his 
collection, if it does not point to his knowledge of the fraud 
that even then was being practised. 

The conclusion then to which I have come, and to which 
I do not hesitate to commit myself, is this — that while Rem- 
brandt himself in his earlier time entrusted parts of the lai^^er 
prints to students and assistants, he only allowed his minor 
plates to fall into their hands from utter carelessness, or that 
they might be used for practice ; and that the much more 
important variations which were introduced into the prints of 
his later time were the result of fraud which he possibly had 
no means of preventing even if he knew of its commission. 
Is it possible to conceive a more melancholy exhibition than 
would be one of the later States alone ? Like the study of a 
palimpsest, their interest would lie principally in the attempt 
to discover the technic of the master under the inferior work 
by which it is concealed. 

I There are both bad prints and copies bearing this name, but a careful ex- 
amination has convinced me that the signature is forged. 
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Much has been both said and written upon Rembrandt*s 
method and the manner in which he worked upon his plate. 
Thus Wilson speaks, ' His object being more to paint than to 
engrave, he never followed the rules of ordinary engravers, 
but .... sometimes mingled .... such complicated work 
as to render it next to impossible to discover its nature ; ' and 
again tells of ' Rembrandt's peculiar method of spreading the 
ink upon his plates, and then wiping away those portions 
where light was intended to appear ; ' and suggests that he 
may have derived hints from the then newly invented process 
of mezzotint During the forty years that have elapsed since 
Wilson wrote, the art of etching has not only been extensively 
practised, but has become so far popularised by such valuable 
and exhaustive treatises as those of Hamerton (Bibl. xxii.- 
iii.), Lalanne (Bibl. xxviii.), and others, that we can speak 
with much more certainty as to Rembrandt's method and 
practice ; and though special technical knowledge would be 
required for any exhaustive discussion of his work, we may 
without it understand and accept the decision which Hamer- 
ton in one terse sentence has expressed, that Rembrandt's 
success as an etcher is due ' to no peculiarity of method, but 
to a surpassing excellence of skill.' The transparency of the 
shadows in such prints as the Sylvius (in an oval ist State, 
No. 1 5 5), in the Hundred Guilder^ and the Old Haring is 
mysterious, not because the process by which it is attained is 
unknown, but because the ablest etchers have not yet equalled 
it. Rembrandt was a perfect master with the drypoint, and 
some of his finest prints are brought up to their beautiful 
effects by being entirely worked on with that instrument 
Nos. 191, 327, 328 may be quoted as examples ; but it was 
not until his middle and later time that he allowed the ridge 
of copper, created by the tool, to remain upon his plates, and 
trusted for result to the rich velvety ' burr ' which was in this 
way produced. It would be wrong to say that in every case 
the presence of this burr is an absolute success, but in most of 
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his prints in which it appears it has a painting effect of the 
most exquisite character. 

It is not then to any critical remarks on Rembrandt's 
general eminence as an etcher, or upon the method of his 
techniCf that I would devote the remaining pages of this Intro- 
duction, but to a few notes, necessarily brief and imperfect, 
upon his use and command of burr in producing transparent 
shadow, and upon what is a very important part of his 
character as an artist — ^his ideas of composition. 

The origin of etching, using the term in its general sense 
as including both the add and the drypoint, has been assumed 
by both the German and Italian schools. Without attempting 
to decide between their conflicting claims, it is sufiicient to 
know that we have no very satisfactory evidence of its use in / 

producing plates for Dfinting before the eeaimeAGefiieftt of the 
/tf ^'' stxteenthy century, when it was practised, though but to a 
limited extent Marc Antonio is believed to have first etched 
certain of his plates and then finished them with the graver 
(Bibl. xli. p. 458). The mordant was employed by Dlirer, and 
he, as well as artists of equal or lesser fame, has furnished us 
with examples of drypoint ; but in very few of these are the 
brilliant effects of burr, that finest expression of the drypoint, 
apparent It is seen in the David Vainqueur de Goliath^ an 
early composition by Marc Antonio (Bartsch, xiv. 12), where it 
deepens the folds of the dress ; it gives richness to the back- 
ground in Altdorfer's Hercule et une Muse (ib. viii. 51, 
28), and in his Salomon idol&tre (ib. 43, 4) ; in the Mutius . 
ScA/o/a (ib. 55, 40) burr is left, but not designedly. Very 
slight burr, arising probably from neglect, is seen in 
Sebald Beham's Adam (ib. 115, 3), and in his copy of 
Barthold Beham's Adam and Eve (ib. 117, 6). In Diirer's 
works are certainly four etchings finished in drypoint with ' 
burr : they are the Shield with the Death's Head (ib. vii. 
109, lOi), where it strengthens the folds of the lady's dress, and 
the dress itself in the lower left. The Man of Sorrows with 
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Folded Hands (Baitsch, vii. 43^ 2 1) exhibits dome bun; evidently 
intentional ; it appears only in its richest form in The Holy 
Family (ib. 61, 43), and the St Jerome (ib. 75, 59). These two 
prints are such superb examples of the effect of burr that we 
wonder why Diirer should not have a^ain resorted to it : his 
not having done so can hardly be attributed to any dissatis- 
faction with the result, but must rather be explained by the 
circumstances of his life and the necessity which those circum- 
stances entailed upon him of foregoing a phase of his art 
which was so little remunerative ; these highly finished plates 
must have cost him much labour and time, while really good 
impressions can only have been very few, so delicate and 
so evanescent were their beauties ; to estimate them properly 
the student must not content himself with the faded and later 
impressions, but must examine them in their finest condition ; 
he should see, for instance, the ist State of the St. Jerome^ 
before the monogram^ which is preserved in the British Museum, 
If he would at all appreciate its extraordinaiy beauty. 

These two superb etchings were executed in the year 1518; 
and from that time the use of the burr seems to have been 
not only laid aside, but its powers forgotten until it was re- 
discovered — for it was an actual re-discovery — 100 years later 
by Rembrandt It is true that etching itself during those 
long years was but rarely practised; the readier and more 
lasting work of line engraving was preferred. A list of the 
artists who worked with the needle from Diirer to Rem- 
brandt presents few names of eminence ; and it is, I think, 
somewhat singular that engravers like De Goudt and Jan Van 
der Velde, who in their translations of the paintings of Elz- 
heimer and De Moleyns sought so earnestly to reproduce the 
strong contrasts of light and shade with which those painters' 
work abounds, should not have purposely left the burr upon 
their plates to deepen their shadows or give transparency to 
their direct or reflected lights. It is still more remarkable 
that Rembrandt himself, even at the very outset of his career, 
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should have made s6 little use of it ; it is not easy to e^lain 
this ; Diirer's two prints above referred to would surely, one 
would have thought, have shown him the way. There is burr 
in some of Rembrandt's earliest prints ; it appears occasionally 
in the first impressions of his sketches — for instance, in No& 
33 and 34, but it is veiy limited, and it is doubtful how far its 
presence is the result of intention : for nine years after he 
assumed the dtypoint, he, as a rule, carefully followed it with 
the scraper; is it possible that he had never seen these 
etchings of the Niimbeig master ? The suggestion sounds im« 
probable when we remember how unsparingly he used his 
means in procuring the finest drawings and ei^ravings whidi 
came within his reach, when we think what a superb collection 
was exhibited in his sale room, and how unlikely it is that the 
ckef d*ceuvftg of Albrecht Diirer should not have found their 
way into his portfolios. There is an early etching attributed 
to Rembrandt — its authenticity is perhaps doubtful, though it 
bears his name and has always been accepted — in which the 
figure of the Christ is directly copied from one of Durer's prints : 
it is the Driving out the Money Changers^ No. 198, ^latt V. fig. 27. 
The artist has here exactly reproduced upon his copper, and 
must have had before him as he drew, a print from Diirer's 
Little Passion on wood ; but it is a curious corroboration of our 
doubt, that in the long list of drawings and engravings which 
appears in the inventory, though Van Leyden, Mantegna^ 
Marc Antonio, Cranach, Titian, Michael Angelo, Schoengauer, 
M^bq|ckeiy the Carraccis, and others were represented, there 
is only one entry with Diirer's name ; it is, ' '/ prop&rtie Boeck 
van Albert Diirer^ houtsnee;* a Book of Proportions of the 
Human Figure^ hardly the most satisfactory example of the 
engraver. 

The most striking effects of the burr which give such 
charm to the etchings of Rembrandt do nor occur until his 
middle and later time, and were his own discovery. At first 
it would seem that he was not himself aware of the power 
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ivhich lay ready to his hand. There is a beautiful little print, 
No. 132 — a Portrait of a Young Man^ sitting and turned to- 
wards the left. .In the earliest impressions of this plate, which 
is dated 1637, a little burr appears ; but it is only in the very 
finest, such as that which was contributed by Mr. Seymour 
Haden to the Rembrandt Exhibition of 1877, that we can 
appreciate the rich effect which the little burr that was 
suffered to remain confers upon the print We may be sure 
that this did not pass unnoticed by the master, for after that 
time, though at first sparingly and tentatively, he occasionally 
suffered the burr to remain. We recognise its value in The 
Mill, in the Long Landscape, in the larger Lion Hunt^ and the 
Baptism of the Eunuch ; and, as his work progressed, we find it 
more frequently employed, until he seemed almost to discard 
his earlier manner, that he might devote himself more and 
more to this ; until, in such prints as the Three Crosses and the 
Presentation to^ the People^ in the Old Haring, the St. Francis^ 
and the Agony in the Garden, drypoint appears in its full 
power and its full perfection^ 

But the genius of Rembrandt did not descend to his 
pupils : however carefully they tried to follow, no one of them 
was able in this even to approach the excellence which had 
distinguished him. With the exception of Bol, their failure 
in the management of the burr was complete ; and BoFs best 
works are wanting in those subtle gradations of light and 
shade which give such charm to the later etchings. Of the 
others it is hardly necessary to speak ; Philip Koninck, if 
certain doubtful and unsigned landscapes may be attributed 
to him, used the drypoint in Rembrandt's manner, as also 
did Willem de Poorter, and possibly Eeckhout, and one or 

> < It has been said that Rembrandt, being struck with the new process of mezzo- 
tint, intended to imitate its effects by his own methods, e.g. such as leaving in 
relief upon the plate black burr and inky layers, by means of which he could give 
a velvety character to the shadows, and obtain those delicate half-tints which 
mezzotinto work had the power of producing.' (Bibl. xli. p. 488, ist ed.) 
Against this opinion, only stated, not upheld, by Dr. Willshire, it is sufficient 
answer that no true example of mezzotint is found among Rembrandt's work^. 
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two othiers ; but' they could in this only claim the very 
smallest measure of success, and with them the art again 
was lost ; and although a host of etchers of that day have 
left us works of highest excellence, none took Rembrandt as 
their model, or used the drypoint as he had done. And as 
130 years passed away from Diirer's St. Jerome to Renv- 
brandt's 'unfinished print,' so did another 130 years pass 
before even the slightest attempt was made to obtain the 
brilliant effects which the skilful use of drypoint in Rem- 
brandt's hands commanded. Benjamin Wilson, in 17739 
and Andrew Geddes, a much better artist, in 1779, imitated 
what was called the style of Rembrandt, but the result was 
not satisfactory; and even now when a gallery could be filled 
with modem work, some of it of a very high quality, Rem- 
brandt in his peculiar domain is unrivalled. No doubt one 
reason is that so few great artists have assumed the etching 
needle ; the instances are numerous in which a certain 
measure of success can be attained even by an inferioir 
hand, and what is really indifferent work will have a telling 
effect ; but a power to produce vivid contrasts of light and 
shade, manual dexterity and freedom of touch, are not 
enough without a higher artistic perception : the etcher 
must be much more than an etcher if he would rise above 
mediocrity. 

But it is not alone that the technic of Rembrandt deserves 
our careful study and its results win our admiration; his 
originality of composition and his powers of expression have 
combined to place him in the forefront of the ranks of art. 
Rembrandt was no obscure Dutch painter whose work 
was confined to one style and manner, and who having 
passed away may be forgotten : he was the founder of a 
school which he not only elevated to the highest point of 
which it was capable, but to which he gave ideas and 
aspirations which have resulted in the formation of our 
English school ; and a knowledge of his manner and com- 
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position^ and an insight into the peculiar bent of his genius, 
are a grand foundation for a study of the work of other 
masters. In the earliest d^ys of painting in Europe we observe 
that the subjects chosen were mainly devotional ; mytho- 
logical and historic scenes were introduced but sparingly. 
As a rule, a religious element pervades the works of the 
greatest painters, and the reason for this is not far to seek. 
The best patrons of early art were kings and nobles, the 
-wealthy merchants or religious corporations, who desired 
that some picture representing their faith should be repre^ 
sented. Consequently the greatest treasures of the Italian 
or early German schools were altar-pieces, or were destined 
to decorate the walls of some ecclesiastical home or shrine ; 
and the subjects chosen recorded a saintly life or an act of 
faith, or were in some way intended to elevate men's thoughts 
to a higher conception of holiness or divinity. And thus 
there grew up certain canons of composition which were 
at times followed with an obedience which even detracted 
from their effect. Ex. gr. a Holy Family attended by 
saints and martyrs is depicted. The Blessed Virgin in 
the centre supports her Divine Son ; the group which sur- 
rounds them is arranged at a lower level ; the main outline 
of the composition assumes a pyramidal form. Such a 
scene is often of exquisite proportion and beauty, and 
attracts us as much by its loveliness as by the devotional 
sentiment in which it is conceived ; the eye is led up- 
wards, and we perceive that the superior elevation ac- 
corded to the principal figure is typical of the reverential 
regard with which she must be approached. The canon thus 
established, of course with many notable exceptions, became 
a rule, which was often carried to excess ; and lest the idea 
should be imperfectly conveyed, we frequently find that the 
chief figure is thrown into artificial relief, and the eye is 
carried upwards by the introduction of a column or curtain 
placed down the centre of the picture, while the distance, 
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if any, is only represented at the sides, and might almost as 
well have been omitted. 

The result is that we look at not into the picture : every- 
thing is to the front, or, as an able critic has expressed it 
(Bibl. XX.), the composition is fiat. Now in some few 
instances Rembrandt adhered to this canon, which had^ 
as I say, much to recommend it — for instance, in the fetching 
of The Prodigal Son^ No. 20 x ; he followed it too in some of 
his grander compositions, such as The Descent from the Cross 
and the Ecce Homo, in both of which the group is arranged 
in the pyramidal form ; but he very early broke away from 
these trammels, and introduced a new form of composition, 
which the writer whom I have referred to happily describes 
as concave. The genius of the Italian and early German 
school was the genius of Roman Catholicism ; that of the 
Dutch was the genius of Protestantism ; the objects the new 
school would represent had undergone a change ; they left 
the lives of saints and martyrs — there was no longer any 
desire for lovely spiritual scenes or legendary histories; 
they were compelled to draw their inspiration from every- 
day life, or from the simple teachings of the Bible; they 
must reproduce the real and apparent, or what their faith 
told them were the real and apparent, scenes in the Saviour^s 
life or the sacred histories of old. In this school Rembrandt 
stood the greatest When he set himself to compose his 
picture, he drew what he believed had really occurred, and 
drew it as he supposed it must have appeared to one who 
was looking on ; and he sought to group his figures in the 
manner in which they would naturally be arranged. Thus, 
in the composition of Christ healing the Sick, an earlier or 
an Italian master would probably have elevated the chief 
personage above the others, whom he would strive to render so 
subordinate that the intensest idea of Divinity would be 
suggested, and by the superior beauty or dignity of the 
principal figure the thoughts of the spectator would be led 
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heavenwards. Rembrandt regarded the scene differently ; 
he gives our Lord but a slight elevation, placing Him not 
above but in the centre of the group. This was but natural, 
since His presence was the only reason for the group at all. 
But, careful to preserve the reality of the scene, the com- 
position is concave ; the Christ is a little away in the middle 
distance ; those who are attracted to Him are arranged on 
either hand, while the sides of the design are brought forward 
towards the front, and, to prevent too exact an uniformity, 
a few persons only are seen in the foreground at the feet of 
the Saviour. Could we have imagined a better arrangement } 
We look not only at but into the picture ; yet the chief figure 
occupies the chiefest place, and all others are subordinate ; 
and then, lest we should lose the idea of depth, he fills his 
background with marvellous shadows, into which we peer 
in the hope that something may yet be seen. A lesser artist 
would have given lighter and fainter tones to convey the 
idea of perspective ; he gives us gradations of darkness which 
we cannot fathom. 

Leaving the etchings, turn to his magnificent picture called 
the Night Watchy the glory of Amsterdam, known to us in 
England by the admirable translations of Flamengand Unger. 
Though the central foreground is filled by the two figures of 
the captain and his lieutenant, the concave arrangement of 
the rest is still as marked, and in the original appears far 
more marked than in the etchings: there is a wonderful 
depth in the large shadowy hall from which the musketeers 
are emerging, and out of which one after another seems to 
come forward, until we cease to count them. Each scene is 
equally rCcd and actual, each such as might have yesterday 
occurred, or strong faith assured him did occur. He tells the 
outward march of the soldiers to their shooting ground, or 
pictures the concourse that surrounded the Lord, in exactly 
the same truthful and simple manner, making us, as we look 
into his picture, feel that one event was as real and actual as 
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the other ; placing each scene before us, not as a fervid or 
devotional imagination might depict, but just as he believed 
a looker-on would see them. 

This intense realism is one of the greatest charms in 
Rembrandt's composition. There is a little etching of his 
middle period — the Smaller Resurrection of Lazarus. How 
perfectly true it is. The well-known Large Resurrection is 
not to be compared with it ; there Christ appears almost as a 
necromancer raising the dead by his spells ; it is an early 
composition, designed before Rembrandt knew his own powers, 
and in which he followed the accepted canons of religious art. 
But in the Little Resurrection^ designed in his later manner, 
everything is quiet and peaceful ; the Son of Man, the Lord 
Je^us Christ, has come to His friend's grave : there is no out- 
ward semblance of power, no startling evidence of what is 
more than human ; the devotional or religious idea is not 
forced upon us, but we feel how thorough and how real it all 
is, and we know that a single word has raised the dead. 

It is uiged, perhaps with some truth, that Rembrandt's 
scenes from Scripture are too realistic, and having no very 
elevated types before him, he made his figures too coarse and 
vulgar ; he, in fact, humanised them too much. But can any- 
one say that devotional sentiment is wanting in the Hundred 
Guilder ? Is the scene less like what we believe it to have 
been because the forms and faces around are those of his own 
time, 3^ so thon>ughly such as must have been present.^ 
Viewed only for its expression, setting aside for the moment 
all sense of beauty and perfection of technic, every figure and 
every face is a study: we hear the piteous accents of entrea<-y 
which come from the poor creature who lifts her wasted arms ; 
we listen to the tale of misery told by the woman who leads 
forward the infirm old man ; nay, we could almost tell of 
what malady each has to complain ; and every sorrowful face 
and figure speaks as much of suffering and of hoped-for relief 

as do those of the most afflicted who crowd our hospitals. 

b 
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And then the group to the left, do we need to be infonned 
that some were incredulous and that some derided ? They are 
there: see the well-clad consequential Pharisee to the left; his 
face is turned from us, but we read his character — ^he is at 
present tolerant only because contemptuous. 

The glory of Dutch art, in which Rembrandt will for ever 
stand the master, lies in its naturalness. It was the art of a 
people who had gained their freedom. The struggle for 
independence through which they had passed, the resolute 
character which rendered independence possible, the new 
political and social conditions on which they had entered, the 
faith which had rebelled against the ornate, and clung to the 
puritan form, and the isolation which was the natural outcome 
of all this, had shattered all earlier traditions of art and 
created a new influence. Art formed itself into a new school ; 
nay, a new school became inevitable, and those who would 
lead this art were compelled to originality ; they were, so to 
speak, driven to Nature as their teacher, and they set them- 
selves to learn her lessons. They may have thought less and 
aimed lower, but they looked more nearly and observed more 
closely ; and they found subjects enough for their imitation 
even in their own homes and in their circumscribed country ; 
and when their imagination would take them farther, and 
they left the simple scenes and landscapes which surrounded 
them, they still had the same desire to express truthfully and 
naturally. The same temperament was shown in all they 
did : their fields and trees, their houses, their ships, their wide 
expanse of sea, were all real, never conventional ; they 
painted cattle to perfection, their flower-pieces would delight 
a botanist, their official pictures were historical memorials of 
actual events, their delineations of home or peasant life were 
reproductions of the life which they or others around them 
lived ; and if graver thoughts inspired them, it was still the 
same love of what was real and actual that guided their hand — 
they tried to paint scenes as they appeared. However varied 
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was the manner of the Dutch painters, their style was in this 
sense the same — truthfully and to the utmost of their powers 
they followed Nature and learnt her lessons. And of this style 
Rembrandt was the leader and the chief; and that which he 
so earnestly strove after is seen in all the Dutch school, 
however little they at first sight appear to have been led by 
his influence. We see his teaching in the Interiors of Ostade, 
in the woodland glades of Hobbema, in the wide landscapes of 
De Koninck, the cattle of Potter, the courtyards of De Hooghe, 
the seas of Bakhuysen and Vandervelde — the same love of 
reality pervades them all ; nay, we may go still further, and 
note how the teaching was followed in our own English 
School of Art. Our painters of landscape and still life have 
caught the naturalness of the Dutchmen, and have brought 
their best powers to picture, not the scenes in which imagina- 
tion plays the chief part, but those which on every side sur- 
round us and form part of our human life. The same love of 
the actual pervades their work; and the deeper we search into 
the excellencies of the school of which the great master was 
the founder, the more we learn to appreciate the love of the 
truthful and the actual which ruled his thoughts and entered 
into his composition and his technic, the more shall we 
understand and admire the genius which directed the eye 
and guided the hand of Rembrandt^ 

> For further remarks on the maimer and composition of the Dutch school see 
Bibl. XX. 
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REMBRANDT VAN RHYN 




HE life history of the great master whose etched 
work forms the subject of this volume, has until 
the last few years been very imperfectly known ; 
the information given in the encyclopaedias, and 
even in the more elaborate and careful notices of those who 
have made his works their special study, being, as a rule, singu- 
larly incorrect He is introduced to us as ' Paul Gerrits,' or 
* Paul Rembrandt ' van Rhyn ; we are told of his birth near 
Leydendorp, and his childhood in the mill, in whose dark 
comers he first learnt the mysteries of shadow ; of his early 
love of money and of his low and coarse associates ; of his 
marriage in 1634 with a Ransdorp servant girl ; of the avari- 
cious shifts to which he descended to gratify his miserly 
propensities ; how he inscribed some prints as from Venice to 
increase their value, and made trifling alterations in others 
for the sake of additional profit, meanly retouching the works 
of his numerous pupils and selling them as his own ; as so 
infamous that he could combine with his vulgar wife in 
spreading a report of his death, that their little son, while 
conscious of the lie, might carry his father's prints into the 
market and obtain still higher prices. His hours of recreation, 
according to these veracious biographers, were ' spent among 
the lowest of the people, whom his pencil delighted to pour- 
tray, supplying his capricious fancy with its appropriate sti- 
mulant, and finding his ideals of the beautiful among the 
squat and sturdy Dutchmen who were wont to while away 
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the time amid the congenial flavours of a beerhouse ; ' and 
' at his death he seems to have shared the humble lot of those 
with whom he was for the most part associated ; labour and 
comparative obscurity while living, and at death forgetful- 
ness.' 

It is possible, though not worth our while, to trace most 
of these misstatements to their source ; more interesting is it 
to learn the true history of the man, and form a just estimate 
of his character : without this we cannot hope to attain a right 
appreciation of his work. 

The best, in fact the only real biography of Rembrandt 
that has yet been written, is Rembrandt, sa Vie et ses 
CEuvres, of M. Charles Vosmaer, Bibl. xxxvii. I shall have 
frequent occasion to refer to this volume ; pleasantly written 
and full of generous appreciation of the work of others in a 
field which the author's researches and abilities have made 
almost his own, it is not only valuable for the information it 
contains, but because also it is written in full recognition of 
the fact that we cannot hope to understand the genius of a 
master like Rembrandt, unless we are familiar with the 
general features of his life, and can form our estimate of his 
character. 

The first writer who has made mention of Rembrandt was 
his contemporary Orlers. In a volume issued in 1641, and 
which is entitled a Description of the Town of Leyden^ he has 
given much interesting information regarding the earlier 
painters and artists who flourished there. His notices previous 
to the year 1607 are entirely derived, as he himself acknow- 
ledges, from the work of Van Mander ; for the rest he has 
relied on the current reports of the day, or the evidence of 
the public archives : his information, so far as it goes, may 
generally be relied upon. The next work in order of time 
is Het gulden Cabinet, by Cornells Bie. This was published 
in 1661 ; but the notices of the painters etc. are very short, and, 
in the case of Rembrandt, add nothing to our knowledge. 



Life of Rembrandt. xxxix 

Simon von Leeuwen, who in 1672 issued st Description of the 
Tavm of Leyden^ as Orlers had done before him, gives a short 
account of its artists and men of letters ; but a reference to 
his book clearly shows that he has made use of the work of 
Orlers, and is not always very reliable. A much more im- 
portant bi(^raphy is that of Joachim Sandrart, a man of 
noble descent, bom at Franckfort in 1606, himself an artist 
and residing at Amsterdam about the years 1638-41. His 
book, compiled no doubt from the notes of many years, did 
not appear until much later ; the German edition is dated 
167;, the Latin edition 1683, i.e. after Rembrandt's death. 
The nature of his information and his manner of narrating it 
impress us with an idea of his general accuracy; but in 
estimating the value to be attached to his remarks upon 
Rembrandt, we must not overlook the fact, that he makes no 
reference to any etching or painting executed by him after 
the year 1640, and that he describes him as a man only 
capable of producing simple work, who never pictured subjects 
from poetry or history; thus showing that his personal 
acquaintance with Rembrandt, and with the results of his 
pencil, must have been very slight, and had ceased altogether 
when, sometime previous to 1642, he removed from Amster- 
dam. Our next authority is Samuel van Hoogstraten, a 
native of Dordrecht, where he was born in 1627, 21^^ at one 
time a pupil under Rembrandt, whom he styles his ' Second 
Master/ His work, entitled Inleyding tot de Hooge sc/tool der 
Schilderkonst^ was issued at Rotterdam in 1678. Although it 
furnishes us with no bic^raphical details, it is valuable as 
giving the impressions and opinions respecting Rembrandt, 
not so much of a contemporary as of a man who for three 
years was in a position of more or less intimate relationship 
with him. Fifty years afterwards appeared the work of 
Arnold Houbraken, a painter and engraver who had been a 
pupil under Hoogstraten, and had, no doubt, learnt from him 
many of those little details of Rembrandt's life to which he 
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has given his own colouring, and which can only be accepted 
when divested of their palpable errors, and in some instances 
of their evident untruthfulness. Houbraken was, as Vosmaer 
humorously remarks, the founder of that school of bio- 
graphers who write anecdotal histories of artists, making it 
their principal care to pourtray them as absurdly extravagant, 
as indulging in the wildest excesses, or condescending to the 
lowest ill manners. 

The scattered notes or more formal statements which 
appeared after Houbraken's time do not require even a 
passing reference,— whatever new information they contain is 
unreliable, whatever we may accept has been better told be- 
fore, — until some twenty-five years ago, when, to the honour of 
his countrymen be it said, a thorough investigation was made 
into Rembrandt's life history. No source of trustworthy 
evidence was then neglected ; contemporary documents have 
been sought out, the public registers and archives were care- 
fully examined ; and now, thanks to the labours of Immerzeel 
and Scheltema, EekhofT, KolofT, Thori (better known under 
the pseudonym of W. Burger), and Vosmaer, we may r^ard 
the history as complete, or as nearly complete as it is ever 
likely to be made. 

There has been much uncertainty respecting the exact 
year of Rembrandt's birth. Orlers has placed it in 1606, and 
in this he is followed by van Leeuwen ; others again, among 
whom is Scheltema, misreading the evidence of Rembrandt's 
marriage register, have given the date as 1608. The true 
date is that of Vosmaer, 1607 ; and this a little consideration 
will show. 

By common consent Rembrandt's birthday is allowed to 
have been tlie 1 5th of July. His marriage, a$ is proved by the 
register, took place upon the 22nd of June, 1634 ; and he then 
calls himself twenty-six years of age. Scheltema has deducted 
this twenty-six from 1634, and so arrives at 1608. When Rem- 
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brandt entered his age in the rq^er^he called himself, as every^ 
one else would have done, not the age he would attain in a 
month's time, but his age at his last birthday, Le. on the 1 5th 
July, 1633, when he completed his 26th year, and entered 
upon his 27th : we must therefore deduct the 26 from 1633^ 
not from 1634, to find the actual year ; and this gives us 1607. 
How Orlers' error arose I am unable to suggest ; his date 
1606 is accepted by Mr. F. Se}anour Haden, to whose pamphlet 
(Bibl. xxi.), the most recent contribution to the literature of 
Rembrandt, I shall again have occasion to refer, and who 
adduces in support the evidence of an inscription in Rem- 
brandt's hand upoh an early impression of a Portrait, No. 52 
in this Catalogue. There are two impressions of this portrait; 
to which a bust has been added in pencil ; and each bears an 
inscription of the date and Rembrandt's age at the time, 163 1 
iG 24 (piale I. fig. 3). If we allow the assumption that the 
portrait in question was taken in the early part of the year 
1631, Le. before the 15th of July, the atgument is sufficient; and 
Orlers' date, 1606, is established ; but if we prefer to fix the 
date of the portrait by the more exact one of the marriage 
register, and believe it to have been taken in the latter part of 
that year, the conclusion that Rembrandt was bom in 1607 is 
untouched, and the question may be considered finally at rest. 
The grand-parents of Rembrandt, Gerrit Roelofszoon van 
Rijn and his wife Lijsbeth Hermansdochter, lived in the 
town of Leyden in a house situate in the Weddeste^ or 
Wedde St<^he,* near the Wittepoort (white gate). To this 
house Rembrandt's father, Harman Gerritszoon, succeeded, 
and to this he brought his wife, Neeltje Willemsdochter van 
Suydtbrouck. It seems that Harman was part-owner of the 
malt mill which stood upon the Ramparts, and of certain 
property in its vicinity, and, as is evident from existing l^al 
documents and from the account given of the family inherit- 
ance, divisible among her surviving children on the death of 

* For a btrdVeye view of the Weddesteeg etc, see Vosnwer, Bibl. zzxvii. 
p. la 
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Rembtandf s mother, they were, if not rich people, yet in 
easy circumstances, able and willing to give their seven 
children a comfortable home and a sufficient education. Of 
these children Rembrandt was the sixth. The particulars of 
his early life, as related by Orlers, are probably authentic. 
From him we learn that the boy was sent to school at Leyden, 
to learn Latin and be prepared for the Leyden Academy, that, 
when he grew up, he might be qualified to hold some office, 
either in the town or in the State. Showing no aptitude for 
such special study, but evincing a strong natural tendency to- 
wards painting and drawing, he was removed from the school 
and placed, in his twelfth or thirteenth year, with a painter, 
under whom he might learn the principles of the art The 
master chosen was Jacob Isaacszoon van Swanenburch, an 
artist of very little merit, but a member of an old Leyden 
family, and who was residing in the same street. With him 
Rembrandt remained three years, i.e.till about 1622 or 1623.^ 
Van Swanenburch was a better tutor than an artist, for 
it is on record that during these three years Rembrandt 
made such progress that his future fame might certainly be 
predicted ; whether any of the rising artist's work is 
preserved, or could be recognised, must remain uncertain ; 
though I am very strongly inclined to believe that a portrait 
in pencil of a Leyden student, one John Belldes, is of this 
time, and is rightly attributed to Rembrandt; though evi- 
dently a youthful production, the drawing has high artistic 
qualities, and more than one competent critic agrees with me 
in allowing it.* 

' Van Leeuwen, writing in 1672, says that it was Isaac Nicolai van Swanen- 
burch, the father of Jacob Isaacszoon, under whom RembrftRdt studied. This is an 
evident error, for Isaac died in 16 14. The same writer, alone among biographers, 
teUs us that Rembrandt and Lievens were both scholars under Joris van Schooten. 
I have been entirely unable to find any confirmation of this. Van Vliet, one of 
Kembrandt*s earlier pupils, may have studied with Schooten, but it must have 
been only for a veiy short time, and after he had been with Rembrandt. One of 
Van Vliet's best works is an etching, 7he Samaritan fVoman, from a design by 
Schooten, dated 1635. 

' This admirable drawing is in the collection of William Russell, Esq. , and 
was lent by him for exhibition at the Grosvenor Gallery in the winter of 1877-8. 
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Leaving Swanenburcfa in his sixteenth year, Rembrandt 
was for six months under the tuition of Lastman at 
Amsterdam. Houbraken adds that he afterwards studied under 
Jacob Pinas ; but no other authority is known for this statement, 
and his return to Leyden was certainly not later than the 
end of the year 1623. He remained at home until 1630, 
not only gaining distinction as a painter, but directing the 
studies of at least one pupil, Gerrit Douenszoon, who joined 
him in 1628. In 1630, having already attained a considerable 
reputation, he removed to Amsterdam. 

At first renting an apartment over a shop in the Bloem« 
g^acht, a quay situated at the extreme west of the town 
(Bibl. xxvii. p. Id), he soon afterwards is found occupying 
a house in Sint Antonie Breedstraat, influenced no doubt in 
his choice of a residence by its being in the neighbourhood of 
his friend and former master, Lastman. The exact position 
of this house is now unknown, the street in which it was 
situated can never have been an aristocratic one, and we have 
no reason to suppose that it was a house of more than very 
moderate dimensions, suited to the earlier requirements of 
the young artist and sufficient to accommodate his pupils. 

The latter part of the year 1632 witnessed the death of 
Harman, Rembrandt's father ; and it is not improbable, from 
the number of studies and portraits of his mother which 
appear about this time, that Rembrandt had been at Leyden 
during some part of his father's illness : her portrait, in widow's 
dress, an etching upon which Rembrandt for the first time 
signed his name, discarding the monogram which he had 
hitherto used, is the memorial of this visit.' In 1634 Rem- 
brandt, then in his 27th year, contracted a marriage with a 
young woman of good family, an heiress, Saskia, the sixth 
daughter of Rombertus van Ulenburg, or Vijlenbuig, of Leeu- 
warden. He, dying in 1624, had left this his youngest child, 
now an orphan, to the care of her relatives, among whom was 

' For notes on Rembrandt's signature see p. xvii. and Bi)>L xzxi 
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her cousin Aaltje, the wife of Jan Cornells Sylvius. Here she 
seems chiefly to have made her home, though the marriage, 
as was natural, took place from the house of her sister Hiskia^ 
wife of Gerrit van Loo, June 22, 1634.* 

Whether Rembrandt and his bride began their married 
life in the Breedstraat, or whether, in anticipation of his altered 
position, he had removed into a more convenient house, is not 
very clear. Certain it is that, early in 1636, about eighteen 
months after his marriage, he was living in the Nieuwe Doel 
Straat In 1639 he dates a letter to Huijens from his 
residence on the Binnen Amstel, a house known as 'the 
Sugarbakers ' (de Suijckerbackerij). In the following year^ 
1640, his mother died ; and it is not improbable that the 
jM'ospect of obtaining his one-fourth share of her property 
led him, in that year, to become the owner of a house situate 
in the Sint Antonie Breedstraat, the street in which he had 
originally resided. Here he remained for the next seventeen 
or eighteen years, and it was here that most of his finest 
works were executed. 

It is by no means unlikely that the somewhat inconsiderate 
purchase of this house was the first cause of his embarrass* 
ments. The documents relating to the transfer are not yet 
discovered ; but it is a significant fact that thirteen years 
afterwards, in 1654, we find that the property was heavily 
mortgaged, and it may be that he had never been able to 
raise the necessary capital to complete the purchase, but 
that, with the carelessness too often apparently inseparable 
from genius, he had allowed the load to accumulate until the 

> Le 10 juin 1634 il fut not^ dans le registre extraordinaire des manages k 
Amsterdam, que ' Rembrandt Harmens van Rijn, de Leiden, %%i de 26 ans, de- 
meurant dans la Breedstraat, dont la m^re consentira, comparut dcvant commis- 
saires, ainsi que Saskia van Vijlenburgh, de Leeuwarden, demeurant au Bil(dt) ^ 
St. Annenkerck, pour laquelle a comparu Jan Comelis (Sylvius), pr^icateur, 
comme cousin de la dite Saskia, se proposant de foumir Tinscription l^^ale de 
la dite Saskia, avant la troisi^me publication.' L'acte est sign<( Rembrandt 
Harmenn* van Rijn^ et porte en marge, Me consentement de la m^re a et^ 
apport^, par acte de notaire.' . . . Le manage fut contract^ dans la maison 
commimale et consacre dans I'eglise paroissiale du Bildt par le minbtre Rodolphus 
Hermanni Luinga Vosmaer, Bibl. xxxviL p. 130. 
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fatal day arrived when this with his other liabilities led to 
his insolvency. 

It was to thb house in the Breedstraat, not to the one 
which Rembrandt first occupied, that Sandrart and Hou- 
braken referred in their bic^aphies. Each has told us of the 
many pupils who flocked to the master, and of the arrange- 
ments made for their reception. Sandrart's words are these : 
' His house was constantly full of pupils of good family, who 
paid him lOO florins annually, without counting the ad van- 
ishes which he derived from their painting and engraving, 
which amounted to two or three thousand florins more, beside 
what he obtained from his own work.' To this Houbraken 
adds that the whole upper part of the house was divided into 
little chambers in which each scholar might work apart 
These statements are, to a certain extent, corroborated by 
other facts. The names of more than thirty pupils have been 
handed down; and we are told, that when Rembrandfs house 
in the Breedstraat was sold in 1658, the screens or partitions 
which formed the cubiculi were, with two stoves, allowed to 
be retsuned. But by an inexplicable oversight, all other bio- 
graphers, as well as Vosmaer, generally so accurate, have 
assumed that Sandrart and Houbraken were speaking of the 
first house which Rembrandt tenanted in the Breedstraat, 
whereas it is evident, from the confirmation which the sale in 
1658 affords, that it was the second house in that street of 
which they wrote — a house into which Rembrandt certainly did 
not enter until ten years after his arrival in Amsterdanu 
Neither of these authors was at all aware that the painter 
had lived in three houses, in different parts of the city, before 
he became possessed of the one to which they say the pupils 
flocked, and in which these little chambers were arranged ; 
they are telling of what took place, or was said to have taken 
place, during some part of the time over which their infor- 
mation extended ; that is, while Sandrart was in Amsterdam, 
and while Hoogstraten, from whose garrulous lips many years 
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afterwards Houbraken learnt what he repeats, was, a boy 
hardly yet in his teens, a pupil in Rembrandt's studio. The 
estimate of his annual receipts and of the very numerous 
pupils who flocked to him is mere guesswork. The biographer, 
who had lived in the same town with Rembrandt, and yet makes 
no mention of the Night WatcA, is not likely to have been so 
intimate with the painter in the Breedstraat that he could 
count his scholars and disclose his income; nor is the evidence 
at second hand of Houbraken to be accepted without reserve. 
Besides, who were these, pupils ? We have the names of all, or 
nearly all, who made the smallest mark in their profession ; 
they mostly came to the master very young, and though 
Hoogstraten, with the dignity befitting his seventh decade, 
told his pupils that he and others were kept apart in Rem- 
brandt's studio that they might ' preserve their individuality,' 
it is quite as possible that the preservation of discipline had 
to do with the arrangement Omitting those who have left 
neither name nor work, but admitting one or two who are 
very doubtful, there were with Rembrandt from first to last 
perhaps thirty-five pupils, and it is not at all clear whether so 
many as seven of these were with him at any one time. The 
error in assuming that Sandrart and Houbraken were speak- 
ing of Rembrandt's first house in the Breedstraat, and the 
ready acceptance given to their statements about his pupils 
and income, are the more unfortunate in that they have led 
the biographers into still further misconceptions. 

Rembrandt's marriage seems to have been on the whole 
a very fortunate one, and the eight years that followed it 
were probably the happiest in his life. He had attained con- 
siderable reputation, had numerous friends, a pleasant home, 
and a charming wife, whose fortune added to his own income 
was sufiicient, if wisely spent, to ensure comfort, and even 
leave a mai^in for indulgence. An unexpected confirmation 
of this appears in the reports of an action brought in the court 
of Friseland, between certain members of Saskia's family. 
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Feeling themselves aggrieved by a chatge of extravagance 
brought against his wife, Rembrandt declares, perhaps with 
pardonable exaggeration, that they are richly and super- 
abundantly blessed with temporal goods, for which they 
cannot be sufficiently grateful to Providence; and he re* 
pudiates on Saskia's behalf all chatge of covetousness, and 
asked that by the infliction of a fine those who slandered her 
should be punished. The frequent fanciful portraits and 
studies, both of Saskia and himself, seem to illustrate this 
period of their lives; he represents her always charming, 
always gaily, and in some instances richly, dressed ; while his 
own figure is clothed in picturesque garb, with velvet hat 
and drooping feather, as if too joyous and contented to 
recognise a care.^ 

To this marriage were bom four children, three of whom 
died in their earliest infancy; the fourth, Titus, bom Sept. 22, 
1641, alone survived. In 1642 Saskia herself died. Among 
Rembrandt's etchings is a touching little sketch, which, 
though undated, belongs to this period (Catalogue, No. 1 50). It 
represents a sick woman propped up in bed : to this Monsieur 
Charles Blanc has given the appropriate title of La Femnu d^ 
Rembrandt malade. There can be no doubt as to the likeness; 
though wasted and prematurely aged with illness, the same 
character of feature is apparent as in the many other studies 
of Saskia. From this time a change, slight it may be and 
perhaps not always definable, comes over Rembrandt's work. 
Without going so far as to say, with Vosmaer, that this great 
sorrow is apparent in such compositions as The Three Trees^ 
etched in 1645, ^^U ^^ sombre and melancholy sentiment {le 
sentiment sombre et meUmcholique)^ there is certainly a graver 
tone about his work ; and in 1648, when he etches his own 
portrait, he appears in quiet bui^her coat and hat, with 
thoughtful face and knitted brow, instead of in embroidered 

* For a very interesting chapter on Saskia van Ulenbuxgfa see BibL zxxvii. 
p. 126, etc. 



1 



xlviii Life of Rembrandt. 

dress and velvet cap set rakishly on one side over his long 
curly hair, as he had pictured himself ten years before. More 
reserved, and his habits of life necessarily changed by the loss 
of his wife, it is clear that he clung to his work with increasing 
earnestness. The paintings and etchings of this period show 
with what closeness he must have applied himself; his studio 
still attracted pupils ; and although his occasional wanderings 
from home, during the eight to ten years which followed, are 
shown by his landscapes, some of scenes close to the city, 
such as are the view of Omval and the Obdisky others of 
places a few miles away, as are the Goldweighet^s Fields and 
Sv^s Bridge^ and other views in the district of Het Gooi- 
land, bordering upon the Zuiderzee, yet there was too much 
work done in his own studio to support the theory which Mr. 
Haden (Bibl. xxi. p. 44) has propounded, that 'houseless and 
all but friendless, he sought consolation in a lengthened resi- 
dence with the family of Jan Six.' It would be pleasant to 
think that such relief from heavy care could have been 
afforded him. But he was not a man who valued leisure; and 
though Jan Six and he had many tastes in common, and the 
younger man's friendship was worthy his acceptance, yet his 
visits to the hospitable house of Elsbroek cannot have been 
very frequent ; and if I judge the great artist rightly, he was 
one who would find more relief in the stem realities of work, 
than in any social intercourse, however interesting or however 
refined. The 3rears pass on, each marked by greater results 
in painting, engraving, and drawing than it would have 
appeared possible one man could have completed. He is 
apparently more closely than ever confined to his easel. In 
1654 we hear a strange tale of scandal ; in the previous year, 
1653, he has borrowed money, 4,180 florins, from Comelis 
Witson ; in March he owns a debt to Isaak van Hertsbeeck of 
4,200 more ; in December of 1654 he appears before the court, 
acknowledging a mortgage to Christoffel Thijssens, upon his 
house in the Breedstraat, for 1,168 florins, upon which interest 
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is due. And thus at length the crash comes. On the 1 7th of May, 
1656, his affaire are in the Insolvent Court. The interests of 
his son in Saskia's property must be guarded. On July 25 
inventories are taken of all the treasures and works of art he 
has accumulated. Towards the end of 1657, the law, sure 
and inexorable, delays no longer; and Thomas Jacobsz 
Haring is authorised to take possession and arrange the sale. 
On the I St of February, 1658, his house is sold for 11,2 18 florins; 
and in the following September his ruin would seem com- 
plete. At the Hotel de Barend Jansz Schuurman in the 
Kalverstraat, his splendid collection of prints and pictures 
and drawings, of old armour, of dresses, and of rare China, 
was dispersed ; and as if to prove how he was stripped of 
everything, the inventory enumerates the plates and dishes, 
the lesser articles of furniture ; and even descends to Lijnwaet^ 
f welck geseyt op de bleek te zijUy the half dozen linen 
articles then at the washerwoman's. 

Various conjectures have been made as to the immediate 
cause of this catastrophe. As I have said above, it is probable 
that since the year 1640 he had never been free from debt. 
But the event which precipitated his ruin was, no doubt, his 
re-marriage about 1653. The guardians of Saskia's child, 
then about twelve or thirteen years of age, would necessarily 
be compelled to enforce the terms of their trust, and thus the 
son became an unwilling and involuntary agent in his father's 
misfortunes. Always generous to a fault, as was shown, for 
in.stance, in the disposition of his mother's property,* and in- 
considerate in the disposal of his income, as is proved by the 
treasures of art that he accumulated, he yet might have 
recovered himself had the collections which he had so lavishly 



' On the death of Neeltje, her estate was equally divided among her surviving 
children. Adrian the eldest, who had purchased a share in the mill at Leyden, 
requiring capital, Rembrandt allowed the 2,400 florins which he inherited to 
remain in Adrian's hands, to be repaid by annual instalments of 300 florins. 
Adrian, it would appear, was not successful, and Rembrandt, pressed for money, 
tried to negotiate the sale of his bond. 
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purchased, sold even at their original cost. But for some 
reason a poor 5,000 florins was all that was realised. Possibly 
the impoverished state of the country at that time, and the 
consequent depreciation in the value of all works of art, were 
the cause, or it may be that circumstances, we do not know 
what, attending the sale had their evil influence ; certain it is, 
that to the bitterness of parting with his treasures was added 
the regret that the sacrifice was insufficient to enable him to 
surmount his difficulties. 

The particulars of Rembrandt's re-marriage, above referred 
to as the proximate cause of his misfortunes, are not accurately 
known ; but it is perhaps more than a coincidence that the 
Christian name of the girl with whom in 1654 he is reported 
to have had a liaison is the same as that of the peasant of 
Raarep or Randorp with whom he married : it is not unlikely 
they were the same person, the surname being in one case 
erroneously given. The proceedings in the court on behalf 
of Titus prove that there had been a marriage ; and in the 
register of July 23, 1654, is an entry of the baptism of the 
child of ' Rembrandt van Reijn and Hendricktie Stofiels ; ' the 
little girl being named Cornelia, a name which had been 
given successively to two of his infant children by his first 
wife Saskia. 

From this time the history of the artist becomes obscure. 
We know that he removed to the Rosengratz, and that, some- 
time probably about 1665, he was again a widower and had 
again re-married, and that his third wife was one Catharina van 
Wijck. It has been suggested that, to escape from his 
creditors, he sought refuge in Sweden, and certain pictures 
discovered at Stockholm have been referred to in support of 
this theory. Others again have believed that he came to 
England. But not only is the evidence insufficient to prove 
that he ever left the town in which so much of his life had 
been spent, but there is good reason for bel'eving that his 
habits of indefatigable industry, unaltered hy his reverses. 
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enabled him again to live in comfort and even indulge in what 
to him was luxury. M. Vosmaer has had the happiness of 
discovering the actual house in the Rosengratz to which the 
great master removed, and where he remained until his death. 
He describes it as presenting to the street two old fashioned 
frontages with shields, bearing the date 1652 : he tells us in 
detail of the wonderful resemblance between the view from 
the interior and a precious drawing of Rembrandt's latest 
time, now preserved in the British Museum ; and adds that 
there are still the remains of marble floors and chimneypieces 
which, however unsuited to the house in its present condition, 
at one time lent their aid to make it a residence less unworthy 
of Rembrandt 

In 1668, Titus, then twenty-six years of age, married his 
cousin on the mother's side, Magdalena, the daughter of Albertus 
van Loo and Cornelia Ulenburg : his death is recorded in Sep- 
tember of the same year ; and in the following March is an entry 
in the register of the baptism of TitiUj his posthumous daughter, 
Rembrandt himself being present as a witness. The widow 
survived but a few months, and was buried on the 21st of 
October. But a death that interests us far more had preceded 
it There is a simple announcement in the register of the 
Westerkirk: 'Tuesday, October 8,1669, Rembrandt van 
Rijn, painter on the Roozegraft opposite the Doolhof leaves 
two children.** 

An entry follows, in which the widow, Catharine van Wijk, 
whose name is only thus known to us, declares that she is unable 
to show that these children had any of tlieir father's inheritance. 

The history of Rembrandt's life, though to some extent 
incomplete, and here only briefly told, gives us, in conjunction 
with his work, suflScient material for our estimate of his 

> The mortuary expenses are stated at fifteen florins. From the smallness of this 
sum it has been inferred that Rembrandt was buried among the poor. But these 
were not what we should call the undertakers^ but (he actual chaises for opening 
the grave, etc. ; and it has been shown that from ten to twenty florins was a 
usual sum. 

c 2 
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character. We may at once and finally set aside, as unworthy 
of serious refutation, the malicious and unfounded charges 
brought against him of ignorance, vulgarity, avarice, and 
dishonesty. Sprung from the burgher class, of a family well 
to do in the world, he had received an education which, 
however good for average boys, apparently did little towards 
developing his talents; yet he cannot have been entirely 
'unlearned,' since Philip Angel, writing in 1642-4, speaks 
of him as one who was in the habit of reading old books and 
studying history. When in later days misfortune overtook 
him and his much-prized collections were dispersed, we see 
how varied and how sound had been his love of Art Again, 
he had personal qualities which rendered him worthy of 
the regard of his townsmen, or we should not find him the 
friend and associate of Huijens, of Tulp, of Utenbogaert 
and Six. He was intimate with Sylvius ; he married a 
charming woman of good position, he enjoyed more than 
a mere acquaintance with Anslo, Menasseh, and Decker. 
Against his private life but one slander has been uttered, 
and that is capable of being explained away. Otherwise he 
was without reproach. That he was a generous man is 
shown in his conduct to Roghman. Baldannucci speaks of 
his willingness to assist his brother artists ; documents still 
extant regarding the disposal of his heritage show his disin- 
terestedness. It was not the act of a covetous man, or of 
one over- careful of his own interests, to consent to the arrange- 
ment made with Adrian regarding the estate inherited from 
their mother ; it is evident that at the very time he relin- 
quished his just rights he was in need of money ; the 
correspondence with Huijens tells the same tale ; while 
his loved wife Saskia in her last testament declares her faith 
in him that he will act like a conscientious man. Of his 
power as an artist we ourselves can judge. But for some 
reason or other Rembrandt, especially as he advanced in 
age, was not generally popular either as an artist or as a 



Life of Rembrandt. liit 

citizen ; in his later period he was hardly appreciated, even 
if he was not absolutely neglected. The truth is, as Vosmaer 
clearly shows, that Rembrandt had qualities which interfered 
very much with all notions of popularity. He was a hard- 
working man ; his days were passed in study and in labour ; 
he was a close observer, a profound thinker, and, if we may 
judge him by his works, had that faculty of concentration 
which can almost take the place of genius. He loved to 
see his intimate friends, but was not a man of the world, 
caring nothing for display and mercenary distinction. We 
think of him as a man very serious, very natural, and very 
independent in his opinions, and, though not lacking in 
the polish of the great world, preferring the society of the 
sober-minded, intelligent burghers; indiflferent to the com- 
panionship of those who affected a higher social rank than 
himself. Certainly #the opportunities for relaxation in such 
a life were few. ' When I desire,' said he, * to rest my mind, 
it is not honours that I seek, but freedom.' Here we have 
the man ; and this throws a light on the remarks of Sandrart, 
who, speaking of the causes of Rembrandt's misfortunes and 
want of popularity, tells us that if Rembrandt had known 
better how to conduct his own affairs, if he had been more 
impressionable, had known how to conceal his own opinions 
and adapt himself to the conventionalities of society as well 
as the received canons of Art, he would have gained in 
social position as well as have increased in wealth. The 
well-born artist 4nd biographer failed to understand that the 
originality and independence which mlade Rembrandt's work 
what it was were features in his character. The artist-world 
could not sympathise with one who called no man master, 
and preferred rules of his own to all the teaching of the 
schools ; the higher, and in this instance the more intellectual, 
class were offended because he showed no anxiety to enter 
their ranks. The acknowledged leader of that class, Vondel, 
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was no friend of his. No wonder that the good people of 
Amsterdam should succumb to the adverse influence, that 
they should select other and inferior artists to record the 
scenes they desired to immortalise ; and, when they would 
celebrate the glories of Apollo and Apelles, should not have 
known that they had among them a Rembrandt, whose fame 
would extend to lands where Vondel would be unknown.* 
Vondel himself was, to no small extent, answerable for this 
neglect ; he himself was more than willing to keep Rem- 
brandt in the background. It somewhat, I think, detracts 
from the reputation which that scholar and poet deservedly 
holds that he should have been moved by any unworthy 
feeling, especially towards one so extraordinarily gifted as 
Rembrandt. It was not active hostility, but a studied neglect 
that Rembrandt endured from Vondel. This is curiously 
apparent in the little sonnets or verses in which the poet 
was compelled to recognise the painter ; thus, on the portrait 
of the minister Anslo, he says : — 

O Rembrandt, paint us the voice of Comelis \ 
The visible part of this man is his least charm ; 
The invisible we know only by hearing — 
Who would know Anslo must hear him. 

He praises the eloquence of the preacher, but he cannot, or 
will not, see that it is the painter who has conferred on him 
immortality. 

When in 1655 he writes his epithalamium on the marriage 
of Jan Six with Margaret Tulp, and refers to the exquisite 
portrait of the bridegroom's mother, which still hangs in the 
house on the Heerengracht, he is not generous enough to 
recal the name of the painter ; and when inspired by the 

> It occurs to me in writing this that the ' neglect ' may have been the other 
way, and that Rembrandt rejected the advances of his townsmen. It was quite 
compatible with the character of the painter that he should refuse all prominent 
positions in their fSUs. We can hardly fancy him accepting the somewhat ful- 
some praises which, on the festival of St. Luke, Vondel seems to have appreciated. 
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superb likeness of Six himself, for aught he says the artist 
might be unknown. 

Thus have they painted Jan Six in the flower of his age. 

Surely, if ever the name of the painter deserved to be 
recorded, it was the painter of these wonderful portraits ; yet 
all that Vondel can say is that the memory of the sitter will 
outlive the picture. 

It is only because the position of Vondel himself was 
so assured, and so universally accepted by his countrymen, 
that it is worth while to inquire into the extent of personal 
intercourse between the poet and the painter, and learn how 
it was that they seemed so entirely apart. Vosmaer, who 
touches this matter with a gentle hand, suggests that Vondel's 
ideas of art led him away ; he appears to see in Rembrandt's 
refusal to be bound by hitherto accepted canons that which 
oflfended the cultivated taste of the poet, who, like Andries 
Pels, regarded the independent painter as a 'heretic* But 
among Vondel's friends were Bol and Flinck, and Philip 
Koninck and Lievens, all of whom, in so far as they followed 
Rembrandt, were ' heretics.' A difference in opinion, though 
it is only on a matter of art criticism, is, we know, sufficient 
to rouse the ill-will of a mean-minded man ; but it can hardly 
be deemed sufficient explanation here, and with so many 
mutual friends Rembrandt and Vondel were not likely to 
have been severed by an opinion. 

Can it have been wounded vanity t The greatest living 
artist never painted Vondel. Philip Koninck (Philip King) 
seems to have taken his likeness many times ; and in one 
case the result is so pleasing that the aged poet sings of the 
portrait which * King Philip ' created 

Roi par le pinceau et les couleurs.* 

* Bibl. xxxvii. p. i8l. 
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Asselyn, who also painted him, utters words of great signi- 
ficance when he says of Vondel 

If your brush makes him live on the canvas 
You will find your praises in his book. 

Probably, as Vosmaer remarks, Asselyn had no malicious 
intention, and it may be only a coincidence that Lievens 
and Koninck, Sandrart, Flinck, and Quellinus, who did paint 
him, are admitted into the Walhalla of his praises, while 
Rembrandt, who did not, is excluded, or so faintly com- 
mended as to make the intention more pointed. Vondel's 
commendation of Flinck, and his lines on the Sleeping Venus 
of Koninck, show an almost spiteful disparagement of the 
great master ; here following, or it may be leading, the whole 
school of artists and litterateurs^ Hooft, Baek, van Baerle, 
Plemp, Reael, and others, who have shown us how incapable 
they were of appreciating the genius of the artist whose name 
will for ever stand foremost among those who have cast such 
lustre upon the land of their birth. It was not without mean- 
ing that Decker writes : — 

Je ne reproduirais pas tes traits, Rembrandt, 

Mais ton esprit cultivd 
£t ton art ing^nieux, que je montrerais 

A tous les yeux, en dkpit de Penvie^ 
Cette b^te infame 1 . . . . 

It is painful to think of the annoyances to which Rem- 
brandt may have been subjected by the exhibition of such 
an unworthy jealousy. Heartily as he may have despised his 
detractors, it was impossible he could have borne their ill-will 
with indifference ; a nature so keenly alive to all that was beau- 
tiful in nature and desirable in art could not be entirely callous. 
To assume that the shafts of envy passed him unheeded or 
left him untouched, is to suppose that the artist who painted 
character in a face as no man ever did before wa^ wanting 
in perception, and that he who designed the Hundreu Guilder 
was insensitive. 
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We cannot doubt but that he was affected, and that in 
consequence his natural reserve increased upon him : hence 
it was that he who had been the husband of Saskia stooped 
to a meaner marriage which at least would not draw him 
from his retirement, and the artist who had been on terms 
of intimacy with the worthiest of his townsmen gradually 
allowed himself to be foi^otten. But his memory is avenged. 
The crowd of poets, the men renowned in literature whose 
names light up the pages of Dutch history during that 
seventeenth century, the founders of a school of art, so original 
and so earnest, the painters whose works are justly regarded 
among the finest treasures in a gallery, and whose prints and 
drawings are the pride of a collector, have left a reputation 
which the world will not willingly let die — above them all 
stands Rembrandt ; his is the statue ; their greatest fame is 
to form the bas-reliefs or to be inscribed upon the pedestal. 
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76. A beggar sitting in an elbow chair 

77. A man with a suiort beard, and embroidered cloak (Ril 1631) 

78. The Blind Fiddler (Rh 1631) 

79. The little Polander (Rh 1631) 

80. A bcsgar standing to the lat ; a small upright print (Rh) 

81. SmaUhead, with a high mis-shapen cap .... 

83. Sketdies, with a so-called ' Head of Rembrandt * (Rh 1631) | 

83. A sheet of sketches ; afterwards divided into five (Rh) . 

84. Bust of an old man, in profile, to the right . \ 

85. Small bust oi an old man with an aquiline nose P^uts of 

86. An old man, seen from beliind . . . ■ 78, a 

87. A Turkish slave sheet of 

88. Bust of a man crying out, turned to the left . j sketches. 

89. A peasant with his hands behind him (Rh 1631) 

356. A woman sitting upon a hillock 

357. A woman beneath a tree (Rh 1631) .... 

3^. Diana bathing (RHf.) 

359. Dana<< and Jupiter (Rh) 

X632 






An old man with a large white beard, and fur cap <Rh f.) 

The Persian (Rh 1633) 

Rembrandt's mother in a widow's dress (Rembrandt f.) 
A Polander ; turned to the left, a full length 
Head of an old man with dark eyes .... 
Head of a bald old man ; inclined to the left 
96. Old man with a grey beard ; liis hair short and wav}* . 

B 2 
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S. 132 
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338 

394 
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304 
393 
357 

3" 
308 
173 

345 
348 
313 

164 

151 
163 

165 

157 
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137 
141 
166 
398 

360 

356 
336 

3*5 
143 

399 
396 

135 

19s 
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30X 



359 
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334 
140 
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343 

3*8 
398 

334 
307 
314 
308 
397 
360 

3^5 
313 

134 
355 
3S8 

317 
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171 

154 
166 

x68 

160 

363 

138 
142 

169 

303 

370 

366 
334 
333 
143 
303 
300 

135 
198 

191 
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304 



263 
153 

344 
141 
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293 296 300 
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198 
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384 
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345 
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138 
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134 
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91 
108 

133 
396 
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390 
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393 
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103 
163 

156 

165 

168 
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»05 

197 
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31S 
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397 

36l 
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313 
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148 
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3^ 
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Rembrandfs Etchings. 



Number* m th» Catalo|;ue and Titlo 



97. Grotesque head of a man crying out 

98. Grotesque head in a high fur cap 

182. A Holy Family. The Vii^in with a basket of linen (Rh) . 

183. St. Jerome kneeling ; an arched print (Rembmnt ft. 1632) . 

s6o. The Rat Killer, an injured plate 

361. The Rat Killer (Rh 1632) 

X633 

99. Rembrandt, with a scarf round his neck (Rembrandt f. 1633) 

100. Rembrandt, with the bird of prey 

loi. An old woman, etched no lower than the chin (Rembrandt f. 

1633) 
loa. A Polander ; walking towards the right .... 

184. The Flight into Egypt ; a small upright (Rembrandt inventor 

et fecit 1633) 

185. The Good Samaritan (Rembrandt inventor et feecit 1633) . 

186. The Descent from the Cross (Rembrant ft. 1633) . 

187. The Descent from the Cross (Rembrandt cum pryvl<> 1633) . 

188. The Resurrection of Lazarus ; a large print (Rh v. Ryn r.) . 

189. Jacob lamenting the supposed death of Joseph (Rembrandt 

van Rynfet.) 
963. Adverse Fortune (Rembrandt f. 1633) 

X634 

103. A skater 

104. Two travelling peasants 

Z05. Rembrandt, with a drawn sabre, held upright (Rembrandt f. 

1634) 
Z06. Rembrandt, with moustache and small beard 

107. Rembrandt's wife with pearls in her hair (Rembrandt f. 1634) 

108. Study of Saskia ; ' the Great Jewish bride ' (R 1634) . 

109. A young woman reading (Rembrandt f. 1634) 

no. Jan Cornells Sylvius (J^nus Sylvius) (Rembrandt f. 1634) 
III. Portrait, unknown, ofa man with a sabre (Rembrandt f. 1644) 
XI3. A beggar and a companion piece ; a man turned to the feft 

(Rembrandt f. 1634) 
1x3. A beggar and a comfKinion piece ; a man turned to the right 

(Rembran. f. 163) 

190. St. Jerome, sitting at the foot of a tree (Rembrandt f. 1634) . 

191. The Angel appearing to the Shepherds (Rembrandt f. 1634). 
193. Joseph and tne wife of Potiphar (Rembrandt f. 1634) . 

193. The Crucifixion ; a small square plate (Rembrandt f.) . 

194. Our Lord and the Disciples at Emmaus ; a small print (Rem- 

brandt f. 1634) 

195. The Samaritan Woman ; 'at the ruins' (Rembrandt f« 1634) 

196. The Tribute Money 

363. The Travelling Musicians 

x«35 

1x4. Johannes Uijtenbogaerd (Rembrandt f. t. X635) . 

z 1 5. Three heads of women 

1x6. An old woman sleeping 

117. The Moimtebankf Rembrandt f. X635) . 
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Chronological Table. 



Numbers in the Catalogues of 



Numbers in this Catalogue and Title 



ii8. Bust of an old man, in a very high fur cap .... 
119. A mnn with curling hair, and his under lip thrust out . • 
lao. An old man with short straight beard ; a profile to the right 
121. A ragged peasant, with his hands behind him 
laa. Three Oriental h«ds. First head, full face (Rembrandt 1635) 
133. Three Oriental beads. Second head, a profile to the left 

(Rembrandt) 
194. Three Oriental heads. Third head, a profile to the right 

(Rembrandt 1635) 
125. A young man in a mcselin cap (R) , . . . . 
136. Bust of an old man asleep (Rembrandt) . . . . 

197. The NLutyrdom of St. Stephen (Rembrandt f. 1635) . 

198. Jesus Christ driving out the money changers (Rembrandt f. 

1635) 

199. St. Jerome kneeling (Rembrandt f. 1635) .... 

964. The Pancake Woman (Rembrandt f. 1635) . . . . 



1636 

Menasseh Ben Israel (Rembrandt f. 1636) . 
Rembrandt and his wife (Rembrandt f. 1636) 
Rembrandt's wife and five other heads (Rembrandt f. 1636) 
The Ecoe Homo (Rembrandt f. 1636 cum privele et) 
aoi. The Prodigal Son (Rembrandt f. 1636) .... 
The Virgin mourning the death of Jesus 
Abraham caressing Isaac (Rembrandt f.) 



127. 
ia8. 
129. 



203. 



13a 
131. 
132. 

2CH. 



Three heads of women, one asleep (Rembrandt f. 1637) 
An old man, wearing a rich velvet cap (Rembrandt f. 1637) . 
A young man seated ; turned to the left (Rembrandt f. 1637) 
Abraham sending aMray Hagarandlshmael (Rembrandt f. 1637) 



133. Rembrandt with a flat cap and slashed vest (Rembrandt) . 

134. Rembrandt in a mezetin cap and feather (Rembrandt f. 1638) 

135. The St. Catharine, or the Little Jewish Bride (Rembrandt f. 

1638) 

205. Joseph tellinf his dreams (Rembrandt f. 1638) 

206. Adam and Eve (Rembrandt f. 1638) 

X639 

136. The head of Rembrandt, and other studies . 

137. Rembrandt leaning on a stone sill (Rembrandt f. 1639) 

138. Wttenboogaert : 'The Goldweigber' (Rembrandt f 1639) 

139. An old man lifting his hand to his cap . . . 
X40. A Jew with a high cap ; a full length (Rembrandt f. 1639) 

141. A beggar standing, seen in profile : to the left 

142. Three b^gars — a man. a woman, and a child 

143. A physician feeling the pulse of a patient 

144. Two women in separate beds, etc. 

207. The Death of the Virgin (Rembrandt 1639) . 
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Rembraitdis Etchings. 



Numbers in this Catalogue and Title 



208. The Presentation in the Vaulted Temple .... 

265. Youth surprised by Death (Rembrandt f. 1639) . 

X640 

X45. Portrait, unknown — an old man in a divided fur cap (Rem- 
brandt f. 1640) 
909. The Decollation of St. John the Baptist (Rembrandt f. 1640) 

266. Sketch of a dog 

267. llie little dog sleeping 

268. The Flute-player (Rembrandt f. 1640) 

303. A large tree and a house : an early morning effect (R) . 

304. A view of Amsterdam 



Z64X 

146. Cornells Claesz. Anslo (Rembrandt f. 1641) .... 

147. Portrait : a man with a crucifix and chain (Rembrandt f. 1641) 
Z48. Portrait of a boy, half length (Rembrandt f 1641) 

149. An old woman reading ........ 

210. The Baptism of the Eunuch (Rembrandt f. i6^x) 

21 X. The Viigin and the Holy Cliild in the clouds (Rembrandt f. 

1641) 

2x2. Jacob and Laban (Rembrandt f. 1641) 

213. Tlie Angel ascending from Tobit and his family (Rembrandt 

f. 1641) 

269. A man playing cards (Rembrandt f. 1641) . 

270. The Draughtsman 

271. The Schoolmaster (Rembrandt f. 1641) 

272. The large Lion Hunt (Rembrandt f. 1641) . 

273. A small Li6n Hunt — ^with a lioness 

274. A Lion Hunt ; a companion piece to No. 273 

275. A battle piece 

305. Rembrandt's Mill (Rembrandt f. 164X) . 

306. A large landscape, with a Dutch havbam (Rembrandt f 

307. A large landscape, with a mill sail (Rembrandt f 1641) 



Numbers in the Catalogues of 



1641) 



X642 

150. Rembrandt's Wife, dying 

15X. A young woman with a basket .>.,., 
152. A man in an arbour (Rembrandt f. 1642) .... 

214. St. Jerome ; in Rembrandt's dark manner (Rembrandt f. 1642) 

215. The ResuiTection of 1 .azarus; a small print (Rembrandt f. 1642) 

216. The Descent from the Cross ; a sketch (Rembrandt f. 1642). 

276. A student in his chamber 

308. A cottage with white pales (Rembrandt f. 1642) . 



x^ 



153. Three peasants travelling 

154. Sketch of a tree, etc. 

277. The Hog (Rembrandt f. 1643) 

309. The Three Trees (Rembrandt f. 1643) 
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Chronological Table. 



Numbers in the Catalosuet of 



Nttmbers in this Catalogue and Title 



Z644 

310. The Shepherd and his Family (Rembrant f. 1644) 

X645 

327. Jesus Christ's Body carried to the Tomb fRembrant) 

218. A Repose : in outhne /Rembrandt f. 1645) . 

3x9. St. Peter (Rembrandt r. 1645) .... 

220. Abraham with his son Isaac (Rembrant 1645) 

3x1. View of Omval, near Amsterdam (Rembrant. f. 1645) 

313. The Boat-house, called 'A Grotto with a Brook' (Rembrandt 

1645) 

313. Six's Bridge (Rembrandt f. 1645) 

314. A village with a river and sailing vessel . . . . 

Z646 

155* J^u> Comelis Sylvius ; an oval portrait (Rembrandt 1646) 
156. An old man resting his hands on a book .... 
>57. A beggar woman s^ing alms (Rembrandt 1646) . 

378. An Academical figure seated on the ground (Rembrandt f. 1646) 

379. A figure, formerly called 'The Prodigal Son' (Rembrandt 

1646) 

380. Academical figures of two men 

38x. The Shepherds in the wood 

383. The Friar in the Cornfield 

383. Ledikant (Rembrandt f. 1646) 

315. A landscape, with a man sl^tching the scene 

1647 

158. Ephraim Bonus (Rembrandt f. 1647) 

159. The Portrait of Jan Six (Rembrandt f. 1647) 

33X. A Repose in a wood : a night effect 

384. An artist drawing from a model 

385. The Spanish Gipsy ........ 

Z648 

160. Rembrandt drawing (Rembrandt f. 1648) .... 

x6i. Jan Asselyn (Reml^. f. x.) 

333. The Crucifixion ; an oval plate 

333. St. Jerome writing, seated near a large tree (Rembrandt f. 1648) 

386. Medea, or the Marriage of Jason and Creusa (Rembrandt f. 

X648) 

387. Three beggars at the door of a house (Rembrandt f. 1648) . 

388. A Jew's Synagogue (Rembrandt f. 164J8) . 

3x6. An Orchard with a bam 

317. Landscape with a ruined tower and clear foreground . 

Z649 

334. Jesus Christ healing the sick, 'The Hundred Guilder' . 

389. llie Bull (Rembrandt f. 1649) ...... 

318. Landscape with a cow drinking . . . 
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Rembrandt s Etchings. 



Numbers in this Catalogue and Title 



X65O 

925. Jesus Christ in the midst of His disdples (Rembrandt 1650) . 

ago. The Shell or the Damier (Rembrandt f. x^o) 

An ardied landscape with a flock of sheep (Rembrandt f. 1650) 

A peasant carrying milk pails , 

A village with a square tower ; an arched plate (Rembrandt 

fi6so) 
Landscape with a canal and swans (Rembrandt f. 1650) 
Landscape with a canal and large boat (Rembrandt f. 1650) . 

324. Landscape with an obelisk 

335. The Three Cottages (Rembrandt f 1650) .... 



390. 

319 
320 

321, 
322, 



Z65Z 

i6a. Portrait of Coppenol ; a smaller plate . 

163. Bust of a young man ; liffhtly etched . 

164. Clement de Jonghe (Rembrandt f. 165 1) 

226. Toblt blind, with the dog (Rembrandt f. 1651) 

227. The Flight into Egypt ; a night effect (Rembrandt f. 1651) 

228. The Triumph of Mordecai .... 

291. Doctor Faustus . ^ . . . . 

292. The Bathers (Rembrandt f. 1651) . 
326. llie Goldweigher's Field (Rembrandt X65X) . 



Z652 

165. Portrait of Titus, Rembrandt's son 

166. A Copse and paling, with studies of a horse, etc. . 

229. Jesus Christ preaclung ; called the ' La Tombe ' . 

230. The Adoration of the Shepherds ; a night piece . 

231. Jesus disputing with the Doctors; a laiger plate (Rembrandt 

f. 1652) 

232. David on his knees (Rembrandt f 1652) 

233. Jesus Christ entombed .... 
993. The Star of the Kings (Rembrandt) . 
337. The Canal ; a lands^pe of irregular form 

328. The Vista (Rembrandt f. 1652) . 

X653 

167. Tan Antonides van der Linden 

234. St. Jerome ; an unfinished piece 

235. Our Lord crucified between two thieves ; otherwise known as 

• The Three Crosses * (Rembrandt f. 1653) 

236. The Flight into Egypt, called * in the Style of Elzheimcr* . 

329. llie Sportsman, a landscape . . . 

x6S4 

237. Our Lord and the disciples at Emmaus (Rembrandt f. 1654) 

938. The Nativity (Rembrandt f.) 

239. The Circumcision, with the cask and net (Rembrandt f. 1654) 
340. The Flight into Egypt—the Holy Family crossing a riU 

(Rembrandt f 1654) 
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241. The Holy Family, with the Serpent (Rembrandt f. 1654) 
343. The Descent from the Cross ; anip^htpiece (Rembrandt 1654) 
343. The Presentation ; in Rembrandt s dark manner . 
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168. The elder Haring 
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397. A woman with her feet in the water (Rembrandt f 1658) 

398. A woman preparing to dress after bathing (Rembrandt f. 2658) 
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FIRST CLASS. 

STUDIES AND PORTRAITS, 
NmnberB z to 174. 

The prints which are brought together in this extensive 
and important group appear under seven different classes in 
Wilson, and are spread through four in the catalogue of 
Blanc. As might naturally have been expected, they present 
the greatest possible diversity as well of technic as of com- 
position, and if for this reason alone are of the utmost value 
to the student In some, the pose of the head and figure is 
admirably designed, the technic elaborately finished, or dis- 
playing a breadth and vigour of the highest quality, the 
composition full of feeling and expression, and the accessories 
when introduced of the most suitable character ; in others, 
the chief feature is an extreme simplicity, the master's hand 
jias seemed to revel in its carelessness, and the execution 
been as rapid and apparently flowed as unheeded as his 
thought 

And it IS not only that so great a contrast may be 
observed in the works separated by an interval of years, the 
differences are often equally striking between the prints 
which are brought together by their dates ; varying in degree, 
their divergence is not unfrequently of the most unexpected 
character ; one will be etched with the utmost care and the 
finest and most delicate needle, another again presents an 
outline or a shading so coarse and harsh that amateurs who 
have not made Rembrandt's work their special study may be 
excused if at first they are disposed to repudiate it and assign 
the execution to some inferior, perhaps later hand. But let 
the student suspend his judgment ; it does not follow that 
because two prints are of unequal merit one should be sum- 
marily rejected. It is with prints as it is with handwriting : 
amidst a confused mass of letters, the expert can at a glance 
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select those which he recognises, placing tc^ether many which 
to the inexperienced show no evidence of similarity ; and in 
a like manner to the true connoisseur will Rembrandt's even 
most insignificant prints declare their authorship, and stand 
apart from, I do not say in advance of, all other etchings of 
the period. 

Of the finer prints which we regard as portraits it is 
impossible to speak too highly. There are no etched works 
of that day which can be brought into comparison, for even 
the most advanced of Rembrandt's pupils followed him only 
at a distance. Ferdinand Bol in some respects came nearest 
to the master, but place his most successful print, The 
Woman with a Pear, by the side of the Old Haring or 
the portrait of Arnoldus Tholinx^ whose technic it seems to 
imitate, and the extent of the difference will at once be 
apparent; no other pupil even advanced so far; nor does 
modem or more recent work lessen our admiration. .Denon, 
Basan, and Baillie, Burnet, who has I think been unduly 
depreciated, and many others who copied from or have been 
inspired by Rembrandt, are separated from him by the 
widest interval. Geddes, the earliest impressions of whose 
plates, rich in burr, are often of singular merit. Whistler, 
d, f, J Le Gros, and W/fthtner, have shown a rare excellence in etched 
yi^ portraiture, but they have wisely followed the bent of their 
own genius, and not entered the field with Rembrandt, or 
ventured on a rivalry ; Flameng and Unger, in reproducing 
or translating for us many of the master's finest works, have 
gained a reputation which has placed them in the highest 
rank as etchers, but their measure of success is all their own. 
To this day, and possibly for all time, Rembrandt's finest 
portraits must be placed apart, unequalled and inimitable. 

But it is otherwise with the inferior and less finished 
pieces which form the larger part of this group. In them the 
master's genius is not always so readily discovered, nor are 
his peculiar excellencies so marked, yet it is not for this 
reason that they should be neglected. 

In accepting the greater part of these studies and sketches 
as the work of Rembrandt, I am not blindly following the 
example of those who have preceded me. Indefatigable 
writers like Bartsch and Wilson, Blanc and Vosmaer, full of 
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intense devotion to. Art and. susceptibility to its charms, have 
felt no difficulty in assigning these etchings to Rembrandt, 
and it would be presumptuous in me to question the correct- 
ness of their decision on insufficient grounds ; at the same 
time even deference to opinion may be carried too far, and as 
my object is not to support this or that theory, but to place 
before the student the best and most reliable information by 
which he may educate his judgment, I have devoted no little 
time to the consideration of the minor prints. The decision 
at which I have arrived is that by far the greater number 
must be retained as the undoubted work of the master, and 
that the absolutely rejected must be very few. In forming 
my opinion I have given their full weight to the strongly 
expressed views of a recent writer with regard to these pieces. 
In the preface to the catalogue of Rembrandt's etchings 
exhibited at the Burlington Fine Arts Club in 1877 (Bibl XXI.), 
Mr. F. Seymour Haden, while criticising other and larger 
prints, has enunciated the idea that most of the smaller 
heads and figures of beggars, etc, are the work of other 
hands. His conclusions may be thus briefly stated : — Com- 
paring the finer prints of Rembrandt's earlier time with those 
more coarse and careless which yet bear his signature, he has 
not hesitated to reject the latter, and declare that they should, 
for the future, be eliminated from the catalogues ; relying on 
the testimony of Sandrart and Houbraken, he points to the 
number of pupils who thronged Rembrandt's studio, and 
asserts that their handiwork is seen in the prints he would 
thus summarily dismiss ; and further charges Rembrandt 
with having permitted the use of his signature that he 
might make a profit by their sale. I have already shown 
that the evidence, that on which the whole argument is 
founded, has no relation whatever to Rembrandt's first 
residence in the Breedstraat, and a little reflection will 
dispose of the question of profit. In my short history of 
the artist's life I have shown the slight value which in this 
case is to be attached to the evidence of the biographers j <d/ 

^ and a litt l e r e flection will disp o se of the questio n of p r ofit. 

^^ When the reputation of Rembrandt as an etcher was at its 
highest, that is in or about 1649, ^^ ^^ ^^^^ ^<> h^vt. obtained 
a sum of nearly eight pounds for an impression of his finest 
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print, and the price was thought so unusual that the print 
acquired the title of the ' Hundred Guilder/ It is not proved 
(see my remarks upon this print, No. 224) whether it even 
realized so much ; but assuming the correctness of the state- 
ment, let the reader, taking into account the simplicity of 
design and character of the greater part of Rembrandt's 
earlier work, and remembering that when these sketches were 
executed he had attained no reputation as an etcher, form hi$ 
own estimate of the money value of the impressions drawn of) 
from, say, the first hundred plates. I do not myself believe 
that the return would cover the price of the materials ex- 
pended in producing them. The argument that the technic 
of the pupils is clearly apparent in a large proportion of these 
studies would be decisive if only it could be sustained ; and 
on this point the opinions of the author, himself a practised 
etcher, are entitled to consideration. It is, however, evident 
from Mr. Haden's remarks that he had not thoroughly 
acquainted himself with the greater part of these sketches, or 
knew them only in their later states, when they had been 
tampered with ; while the curious mistakes he has made in 
enumerating the pupils (Bibl. XXI. pp. 20, 24, 26) and his 
criticisms upon their peculiar work prove that he had not 
studied their technic with sufficient closeness to justify his 
conclusions. Immature work of the same school is always 
much alike ; the pupils who were with Rembrandt — and, pace 
Sandrart, in Rembrandt's earlier days they were very few — 
have left their mark upon some of the larger plates, and on 
the later states of others, but their handiwork is not apparent 
in the first states of the minor sketches. 

The true explanation is that the larger number of these 
studies were experimental, and that in a twofold sense ; they 
were not only studies of facial expression or of attitude, but 
were trials of the needle and of the copper : to assume that he 
had no need to familiarize himself with his ground, his point, 
his mordant and his press, is to suppose that Minerva-like, all- 
armed, Rembrandt as an etcher at once arrived at maturity. 
These early sketches, with all their imperfections, are to us 
,most valuable ; they introduce us to the studio, they show his 
mistakes and his failures as well as his success : upon one. No. 
7, are curious tool-marks where the lines lie parallel as if 
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drawn with a widely split pen ; another, No. i6, might have 
been wrought on with a chisel ; No. 28 shows touches of the 
finest needle ; No. 59 is underbitten, and so, to a certain 
extent, ineffective ; Nos. 17 and 43 are so injured by too long 
immersion in the acid that it is hard to recc^nize the master's 
hand ; in some, as No. 42, he has failed in his etching ground, 
and the correction of the consequent faulty passage distin- 
guishes a second state. 

As might naturally be expected, the impressions from these 
injured plates are few, some are even excessively rare ; while 
on the other hand many of the more successful prints, though 
not one whit more desirable, are comparatively frequent 

Rembrandt's Studies and Portraits of himself are always 
full or nearly full face, having no doubt been taken in a 
looking-glass placed before him upon his work-table; they 
are mostly studies of feature and expression, and it is very 
doubtful whether, with the exception perhaps of Nos. 52, 128, 
and 160, any of them were intended as actual likenesses. 



Terms Used. 

Right and left, unless otherwise stated, always refer to the sides of the 
print opposite the spectator's right and left 

Diagonals right-to-left or left-to-right are in a descending direc- 
tion \ or/. 

Verticals and horizontals explain themselves. 

Descending lines are nearly vertical, and have a direction right-to-left 
or left-to-right. 
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Rembrandfs Studies^ Sketches^ and Portraits are so numerous ^ and in many 
cases so difficult to distinguish by description only, that the following table has 
been drawn i^for the convenience of students and amateurs. 
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Head and 

busty 
full front. 



Short Descriptive Titles No : 

' An old woman seen to the chin 6 

Rembrandf s head in a conical cap, in an oval . . .16 
Rembrandt's head, the plate a small irregular octagon . 20 
An old woman seen to the chin, turned a little to the right 10 1 

Rembrandt^s head, in a cap 106 

A man lifting his hand to his cap 139 

Little head, with a ruff, and cap and feather ... 2 
Rembrandt's head and bust, etched on pewter . . 7 

Man looking from behind a wall, wears a calotte . . 38 
Old man with large beard, head uncovered and slightly to 

the left 63 

Man with large white beard and fur cap . . • •91 

Rembrandt with a drawn sabre 105 

An old woman sleeping 116 

Menassah Ben Israel 127 

Rembrandt with a mezetin cap 134 

A woman in a lar^e hood (Saskia dying) . . .150 

Jan Comelis Sylvius, in an oval 155 

A boy (Titus), called ' Rembrandt when young' . .165 

Rembrandt with an open mouth 22 

Rembrandt with an air of grimace 23 

Profile quite bald, coarsely etched 41 

Rembrandt with a broad nose 42 

Rembrandt strongly shaded 43 

.48 

• 50 
. 61 

• 95 
. 122 



Rembrandt with a fur mantle or cape 
Rembrandt with bush^ hair, head nearly fills the plate 
Man in an upright attitude with ragged beard . 
Old man, nearly bald, looking downwards 
Oriental head, nearly full face 



Portrait ofa child, called 'William IL' . . . .148 



Rembrandt in a fiir cap and dark dress 
Rembrandt with an expression of fear 
Rembrandt Kith an embroidered mantle 
Man in a fur cap, stooping 
Man with an action of grimace 
Man with large beard, lightly etched 
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24 

52 

58 
60 

64 
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Man in a curious high cap, face to the right 
Man crying out .... 
Rembrandt with a scarf . 
Rembrandt with a bird of prey 
A young woman reading 
Oriental head .... 

Young man in the style of Castiglione 
Old man stooping, his eyes shut 
A young man seated 
Rembrandt leaning on a stone sill . 
A young woman with a basket 
Man in an arbour .... 
Portrait of Jan Asselyn . 
i^ A young man in a broad hat . 



Rembrandt, a small head stooping, bust nearly full 
Rembrandt with small black eyes, leaning forward 
Rembrandt with a high tuft of hair above to the right 
An old man, full face looking downwards, small plate 
An old man with wide beard, looking downwards 
An old man, nearly full face, large white beard 
Bald man with a chain, a profile 
Same head looking downwards, a smaller plate 
Rembrandt with bushy hair, injured with the acid 
Rembrandt with a turned-down white collar . 
Bald man with open mouth, looking downwards 
Bald man, an upright attitude, a three-quarter face 
An old man with a lai^ge beard 
Small head, high forehead .... 
Man, full face, thin hair, and black eyes . 
Man with white beard, head nearly to the top of plate 

(In third state the head is covered.) 
Rembrandt's wife with pearls in her hair . 
Man with curly hair and imder lip thrust out . 
Profile, bald man with a short beard and open mouth 
Saint Catharine, or * The little Jewish bride ' . 
Profile, man partially bald, hands crossed upon a book 

Head of a woman, at the right side of the plate 
Rembrandt's mother, lightly etched 
Rembrandt, fur cap on which is a jewel • 

Rembrandt laughing 

Rembrandt, fur cap and light dress .... 
Man in broad -brimmed hat, on the left of the plate . 
Man, high cap, face nearly full .... 
Rembrandt, cap and robe of fur . 
Rembrandt, round fur cap, full face 
Young man, full face, cap nearly touches top of the plate 
Rembrandt with a flat cap and fur collar . 
Rembrandt's mother, background darkly shaded, nearly 
full face 
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Man with a calotte edged with fiir 59 

Woman with a black veil 67 

Woman in an irregular oval ...... 68 

Man, cap nearly touches the top of the plate • . .69 
Man with short beard, left hand to right arm . . • 77 
Man with aquiline nose and fur cap . . • B5 

Man with hands clasped, a three-quarter figure . . 86 

Turkish slave, square cap 87 

Man crying out 97 

Grotes(}ue head : plate oval at the top . • . .98 

Man without beard, high fur cap 118 

Oriental head •••••.... 124 

Ma^ widi a richly embroidered cap 131 

Rembrandt, flat cap and slashed vest • . . .133 
A Physician feeling the pulse of a patient . • •143 

Man with a divided fur cap 145 

An old woman with spectacles, reading .... 149 
Portrait of Coppenol : on a large plate • • . .174 

A b^gar standing and leaning upon a stick . • • 33 

The Persian 91 

A ragged peasant with his hands behind him • . .121 

A man with a crucifix and chain 147 

Ephraim Bonus •••••,.. 158 
Rembrandt drawing • . , . . . .160 
Clement de Jonghe . • . , • . .164 

Jan Antonides van der Linden 167 

TheoldHaring 168 

The young Hsuing • 169 

Amoldus Tbolinx 170 

Janus Lutma 171 

Rembrandt, on a high and narrow plate • • . . 173 

A dealer in old clothes 9 

A beggar seated with a dog 65 

The Onion Woman 66 

A beggar in a ragged doak 70 

Lazarus Klap , . 72 

Woman with a leathern bottle 75 

A beggar, a print less than an inch wide . . . .80 
Rembraqdfs mother, in a widow's dress • . . - 9^ 
A Polander, with sword-belt and sword . . . '93 

A skater 103 

Study of Saskia, ' the great Jewish bride '. . .108 

Jan Cornells Sylvius : a square plate . . . .110 

A ht^gzXy Tis vinnich kout ri2 

Wttenboo^ert, * the Goldweigher ' 138 

A beggar, in profile, with a stick i4r 

Cornells Claesz Anslo 146 

Portrait of Jan Six 159 
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Two or 

more 

figures. 



Lieven van Coppenol : the smaller plate . 

Abraham Fransz 

A man feeling with his right hand for a door (Tobit) 
A man with a ragged coat, walking (Joseph) . 



162 

172 
180 
181 



Beggar warming his hands, seated 14 

A philosopher with an hour glass 15 

Beggar with a bushy beard, resting against a hillock. . 32 

Beggar with mouth open, seated 34 

Beggar with a wooden leg 35 

Rembrandt's mother 54 

Rembrandt's mother with her hand on her breast . • 55 
Beggar without beard, in a large cloak . . . • 71 

Beggar, in the manner of Callot 74 

Beggar in an elbow chair 76 

The Blind Fiddler 78 

The little Polander . 79 

A peasant with his hands behind him • . . .89 

A Polander 102 

Portrait unknown, called ' Rembrandt in an oval' . .111 

Beggar, i9a/f »/V/ 113 

Johannes Uijtenbogaerd 114 

A mountebank 117 

A beggar in a high cap 140 

Beggar woman asking alms 157 



Sheets of 
Sketches, 



' Two small figures on the right of the plate 

Man on horseback 

Two beggars, a man and a woman in the distance 

Two beggars coming from behind a bank 

Two beggars, a half length and a head 

Two beggars, a man and a woman, side by side 

Two beggars, a man and a woman, conversing 

Two men walking to the right 

Two peasants walking to the right . 

Rembrandt and his wife 

A man, a woman, and a child .... 

^ Tlyree peasants walking to, the right . 

" Three profiles of old men 
B^gar and ' Head of Rembrandt ' . 
Sketches, with the head of a cat 
Three heads of women . 
Rembrandt^s wife and five other heads 
Three heads of women, one asleep . 
Head of Rembrandt, etc. 
Two women in separate beds . 
Sketches of a tree, etc. 
Sketches of a copse and paling, etc 
Head of a dog (Fancy composition) 



y. 



^a^ /ti?-*-*^^ 



I 

4 
8 

10 

II 

13 
37 

73 

104 

128 
142 

82 

83 

"S 
129 

130 

136 

144 

154 
166 
266 



Studies and Portraits. 



'9 



Studies and Sketches Rejected. 



Titles. 



An Evangelist, writing 

Peasant vritb his han(U behind him, etc. (Lievens) 

Female peasant, companion to last (Lievens) 

A sick beggar on the ground 

A young man sitting in a chair . 

Bust of an old man, etc. (counterproof of No. 67) 

An old man sitting at a table (not known) . 

Man crying out (same as No. 83) 

Man's head 

Young man, in octagon .... 
Young man with cap and feathors (F. Bol) 
The Moor with a hammer (A de Haes) . 
Man with pointed beard (not known) • 
Man with singular cap (not known) • • 
Man with curly hair (not known) • • 
A Mooress (A. de Haes?) . . * • 
An old woman's head .... 
A woman reading • . • • • 

9hcu4^ty€^ ^V't'^tai' ^t*^*^^^ Ji^a^^i^ '««-*-^-<si^ 
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DESCRIPTIVE CATALOGUE. 



%• Tk£ French iitU of each frint is that given iy M. CharUs BUne in his 

' L'(Euvre amfUt de Rembrandt.* 
The dimensions are in English inches and tenths, and in French miJU- 

metres. 
The Collections referred to are the British Museum, the Camiridget 

Oxford, Paris, Amsterdam, and Haarlem^ 



L Two Small Figures, etc. : unfinished. {Griffonne-^ 

ments siparh par une ligne.) 

The plate is divided down the centre by a vertical line ; 
to the left of this are 4 fe>v irregular scratches ; to the right 
two little figures are partly traced ; the one nearer to the 
middle has a high cap, and is seen only to the knee, the other 
is even less finished.' Date assumed. 1628. 

« * • ■ * r 

Dimensioni: 1,8 — ^3,o;(*o46 — ;076). 



[Coll : BM. P. A.1 

Copy, Same d., BibL IX. 

This little print has always been assigned to Rembrandt, 
and for that reason may be retained. 



8. A Little Bust: a Man with a Ruff, and 
Feathers. {Buste (Thomme au bonnet omi de plumes) 

This is a full face ; on the head is a round cap with a 
tumed-up border coming close over the eyes, which, as well as 
his mouth, are tightly closed ; two feathers rise from the cap 
to the left ; round his neck is a ruff ; a little shading is seen on 
the left background above the shoulder. Date assumed^ 1628. 

Dimensions: 1,2 — 1,0 (•031 — '025). 

States: 1st The bust is in oudine, and very slightly shaded. 
[CoU : A.] 

2nd. Some downward lines are added, extending below the 
cross-shading on the left shoulder. [Coll : A.] The back- 
ground of the impression at Amsterdam has been tinted. 

Copy. Same d., BibL IX. 
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8. Head of a Woman : on the right side of the 

Plate. {Petite ttu de femme) 

A lightly etched sketch in the lower right of the plate ; a 
veil is thrown over her head, which is turned to the right 
The edges of the plate are rough, and the background soiled. 
Dateassum^, 1628. 

Dimensions: 2,5 — 2,2 ('064 — '056). 

[CoU : BM. P. A. H.] 
Copy. Same d., BibL IX. 

M. Charles Blanc considers this to be a sketch for the 
bust of an old woman, No. 5. 



4. A Man on Horseback, etc. {Homme d cheval) 

Seen almost from behind, and carr}*ing a pike or spear 
over his left shoulder. Below the horse's head is the upper 
part of the figure of a man seen also froiti behind ; and above 
to the left is a figure, indistinct though strongly etched ; still 
higher, close to the edge of the plate, is some foliage. In the 
right upper comer, in reverse, is Rh. Date assutned^ 1628. 

Dimensions: 3,2 — 2,2 ('oSi — '056). 

States: ist. The plate is irregular, being a little higher on the 
right side, and its edges are uncleaned [Coll : BM. C. P. A.] 

2nd. The bottom of the plate is cut straight, and the comers 
are very slightly rounded. [Coll : BM. C. O. H-l 

Copy rev. The monogram, not in the right direction as it 
would be if this were a counterproof, is half-way between the 
centre and the left side, near the top of the plate. 



5. Bust of an Old Woman lightly etched. {Petit 

buste de la mire de Rembrandt^ 

The face is a three-quarters turned to the right, and 
shadowed on the left side ; a string of six pearls crosses her 
head, which is covered with a light veil that falls down on 
each shoulder; her dress is bordered with fur and open in 
front. In the right upper comer is engraved Rh, 1628. The 
figure 2 is reversed. 

Dimensions: 2,6 — 2,5 ('066 — '064). 

^ates : \st. The bust is not yet introduced, the thin veil falls 
only along the left shoulder, the plate edges are soiled, and it is 
a litde higher on the left [Coll : BM.] 
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2nd. The bust is added ; the veil falls over both shoulders ; 
in fine impressions a little burr is seen on the veil, the pearls, 
and the fur at the back. The name and date are added. 
[Coll : BM. C. O. P. A. H.] M. Charles Blanc describes a 
manufactured ist State in the collection at Paris. 

Copy rev. Measures : 2,6 — 2,2 (•066 — '056). In this copy 
five descending lines form the shading at the back of the neck ; 
in the left background is the signature of the copyist, Both, 
I have seen this copy faintly printed, and without the name ; 
it may then easily be taken for a repetition of the original, as 
indeed it was described in Barnard's Catalogue, where it 
appears, Lot 418, 'a rev. etched with great spirit, but has failed, ^ , 
in the etching.' M^'<-f^A ^-^^ ^^^w^^^/^. H --^^-^ ^y^Ji.^^0^ 

Copy rev. The rfame of the copyist appears just below the ^ 
left shoulder, F. NovelU : it is his No. 37. I have seen this 
copy printed as a counterproof ; Le. in the same d. as the 
original, and without the name. This copy may be known by 
the outlines of the veil, which are irregular, and almost appear 
to end in the zigzag which forms the shading in the background. 

Copy. Same d., BibL IX. 




6. An Old Woman's Head, full Face, seen only to 

THE Chin. {Tite de la mire de Rembrandt^ vue de face) 

A full face, the head closely covered with a kind of mob- 
cap or hood ; the mouth is a little drawn up ; the forehead 
and right cheek are in shade : there are a few scratches in the 
lower part of the background to the left ; a little above these 
and close to the head is Rh, 1628. The figure 2 reversed. 

Dimensions: 2,5 — 2,5 ('064 — '064). 

StaUs : 1st The face alone is finished ; the hood and the 
bust are sketched in with great spirit ; the plate measures 3,3 — 
2,8 (-085— -072). [Coll : P. A. J 

The impression at Amsterdam, which came from Van 
Leyden's collection, has been cut down ; the measures are taken 
from the impression at Paris. 

2nd. The plate is reduced, and finished as described, but 
the new work is, I believe, by another hand ; the name and 
date are added. The dignified appearance presented in the 
first State is lost [Coll : BM. C. P. A. H.] 

The impressions most commonly met with of this plate 
have the face printed in a greyish tone, while the hood is 
printed in black. The lines of the hood are in dry point 
deeply incised, and so held and printed more ink than the 
very light etched work of the face. 
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7. Rembrandt, a Bust; supposed to be engraved 

ON Pewter. {Rembrandt en buste) 

The head turned slightly to the left ; the hair is curly and 
disordered, and falls behind on the left shoulder ; the closely 
fitting dress has a turn-down collar tied with two strings, 
which hanging down in front cross a large star or clasp, which 
apparently forms a fastening to the dress ; the background is 
roughly shaded on the left to the level of the eyes. On the 
same side towards the top is engraved in reverse Rh, 1629. 

Dimensions: 7,0 — 6,1 ('lyS — 'iSS)- 

[Coll : BM. A.] 
Copy rev., BibL IX. 

Etched in a bold style, showing many lines parallel to each 
other, as if executed with a single stroke of some double 
pointed tool. Bartsch, who does not recognise this as a 
portrait of Rembrandt, says that some have supposed it was 
etched on a pewter plate. Vosmaer regards it as a doubtful 
piece ; but among the Rembrandt drawings in the British 
Museum is a fine head, executed with a reed pen and Indian 
ink, which bears a strong resemblance to this print, and is 
certainly the work of the master ; it is in a reverse direction, 
and is, I have no doubt, a study for this print, which I do 
not hesitate to assign to Rembrandt. ^ /^-A^^^^it^c^/^^-i-^^^^^i^^'^ 




8. A Beggar by the Road-side, an Old Woman in 

THE distance. (Gueux couvert (Tun manteau) 

He is standing in a stooping posture, turned a little to 
the left ; he has a high cap divided at the top, and a large 
i^gg^d cloak entirely unshaded on the right ; his legs and 
feet are apparently swathed in bandages. In the left back- 
ground is an old woman, who appears to be conversing with 
someone who looks out over the hatch of a door placed at 
the end of a thatched cottage, above which are some trees. 
Date assumed^ 1629. 

Dimensions: 4,6 — 2,9 (*ii8 — '074). 

[CoU : A.] 

Copy. Same d, Bibl. IX. 

Wilson, in his catalogue, No. 181, has described a print in 
which the principal figure is The Dealer in Old Clothes^ No. 9 ; 
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while the background is that of this print, No. 8. Heihad 
evidently never seen such a print, but had transcribed his 
account almost literally from Bartsch, who in his turn had 
been misled by the catalogue of P. Yver. Both this and the 
following are excessively rare. 



9. A Dealer in Old Clothes. {Gueuxdgros ventre^ 

dans son manUau,) 

He is in profile, walking towards the right ; on his head 
Is a high cap, with a flaf) over the ear ; he wears a very large 
wide cloak, underneath which he appeai^ to have bundles of 
clothes. Date assumed, 1629.. • . . » , • 

Dimensions: 4,4 — 2,9 ('113— '074). 

[Coll : P. A.] 

Copy. Same d, BibL IX. 

I have ventured to alter the name which M. Charles Blanc 
has given to this print, preferring to assume that it is a sketch 
of some dealer in old clothes who frequented the quarter in 
which Rembrandt's house was situated. 



10. Two Beggars, a Man and a Woman, coming 

FROM BEHIND A BANK. (Mendiants, hotntne etfemme, 
d c6U d*une butte,) 

They are coming from behind a rough bank to the left 
of the print, and are turned towards the right; the bank 
hides the lower part of the man and his fig^ure conceals part 
of the woman ; the man has a fur cap, under which appears a 
linen cloth wrapped round his head, with the ends lying on 
his right shoulder ; his mouth is open, his beard short and 
thin ; both hands rest upon his staff. The woman, seen in 
profile, wears a flat hat, under which is a cap which falls 
down upon her neck ; her hands are under her apron, a bag 
hangs from her waist on her right side ; her mouth also is 
open, and like her companion she appears to be singing or 
crying out. In the lower right corner is the monogram Rh. 
Date assumed^ 1629. 

Dimensions: 4,6 — 3,2 ('iiS — 'oSi). 
States: ist The edges are irregular, especially along the 
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left side ; the work does not in some places reach the plate 
edge. rCoU : BM. P. A.] 

2nd. The plate has been lowered by -^ in., and the edges are 
straight ; the upper outlme of the old woman's shoulder, which 
was mterrupted, is now continuous. [Coll : BM. O.J 

^rd. The inner outline of the man's stick is contmuous, and 
the outline of the old woman's right shoulder has been deepened 
with dry point [Coll : BM. C. A. H.] 

4M. The plate is again reduced to 3,9 — 2,6 ('099 — '066) ; 
the bank to the left has been entirely worked over, and is more 
angular in form ; the monogram is cut away. [Coll : BM. P. A.J 

5M. Cross woik right to left, not before introduced, appear^ 
in the shadow on the old woman's neck. [Coll : BM. C. A.] 

6th. The space between the man's shoulder and hand is 
covered with descending lines from right to left ; and right to 
left diagonals appear on the old woman's &ce, neck, and chin ; 
a roimdish space above the bag at her side, which before was 
clear, is now slightly worked upoa [Coll : BM. C. P.] 

^th. The man's shoulder b covered with cross-work ; from 
the roundish space mentioned in the 6th State shading is con- 
tinued upwards, bordering the old woman's apron; m other 
places the plate is retouched [Coll : BM. P. A.] 

Ccpy. Same d A variation is seen in the upper part of the 
bank to the left, ipiate I. fig. i. This copy, a very deceptive 
one, is by James Bretherton. 

Copy, Same d, of the 4M State, The woman's left hand is 
seen resting upon her basket, the thumb and two fingers clearly 
drawn ; in the original they are hardly defined ; the foliage on the 
bank in the upper left hangs downwards like the foliage of a 
tree. By D. Deuchar. 

Copy. Same d enlarged Very coarse. 

Copy rev. Measures 5,3 — 2,6 ('135 — •066). Below to the 
left is Rh iftv. ; probably by Ciunana 

The plate is still in existence ; impressions are occasionally 
met with which show recent work. 

Doubts have been expressed as to the authenticity of 
this print, but by a careful comparison with the other re- 
cognised work of Rembrandt's earliest time, I have satisfied 
myself that, though rudely and carelessly executed, it must 
not be rejected. After a few impressions of the ist State 
were printed it was laid aside, and falling into the hands of 
a pupil — in this instance probably Van Vliet — ^the irregular 
edges of the plate were filed with the effect of slightly 
reducing its height, and the trifling variations were made 
which mark the 2nd and ^rd States. Either then or at some 
future time the plate was again lowered and re-worked, and 
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fresh impressioas after each variation were struck off. In 
this as in other instances great care should be taken not to 
reject a print on the evidence of its later States ; the earliest 
impressions alone should guide our decision, d ^<ewi.««>-.:«^<57, 



' >^ -ff- 9u^, 

XL Two Beggars; a Half-length and a Head. 

( Gueux griffonn^s.^ 

A humpbacked old man, half-lehgth, placed in profile to 
the right, fills nearly the whole left side of the plate ; he is 
bareheaded and partly bald, and wears a ragged cloak with 
edging and collar of fur. On the same plate, to the right, is a 
head in profile, wearing a cap like that seen on the Beggar 
in the manner of Calloty No. 69. Date assumed^ i62g. 

Dimensions: 3,7 — 2,9 ('094 — '074). 
[CoU ; P.] 

18. Three Profiles of Old Men. {Trois profils de 

vieillard) 

Three heads of old men seen in profile and turned to the 
right. They seem to be repetitions of the same model. 
The most perfect is that at the top to the left, and under it 
is another, slightly sketched, and afterwards covered by zigzag 
scratches; to the right is repeated the same head in a 
calotte. Date assumed, 1629. 

Dimensions: 4,1 — 3,3 ('105 — '084). 

[CoU : BM. P. A.] 

Copy. By De Claussin. I have not seen this copy, but it 
could probably be recognised by the closer and more regular 
work, which is the character of De Claussin's shading. 



13. Two Beggars, a Man and a Woman: side by 

SIDE. (MendiantSy homme etfemme.) 

They are in profile, walking side by side from left to 
right ; the woman has a large flat hat, which throws a deep 
shade upon her face ; her hands are concealed under her 
apron : the man, partly hidden by the figure of the woman, 
is bareheaded and nearly bald. Rough shading nearly fills 
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the background, but is darkest at the top and bottom on the 
left side. Date assunudy 1629. 

Dimensions: 4,7 — 3,7 ('121 — '094). 
[CoU : P. A.] 

Only two impressions of this ugly print are known ; the 
one at Amsterdam is the full size of the plate ; the one at 
Paris has been cut down, and upon the back of it is printed 
an unique 1st State of Lazarus Klap No. 6t. 

Coarse as is the execution of this print and of Nos. 
8 and 9, 1 have not hesitated to follow the example of those 
who have preceded me, and attribute them to Rembrandt : 
they are trial plates carelessly executed and injured in the 
biting. 

14. A Beggar warming his Hands over a Chafing 

Dish. (Gueux se chauffant les mains,) 

He wears a lai^e cap with flaps on each side, and over it 
a hat, which rises highest in front ; his face is nearly in pro- 
file turned to the right ; his cloak is drawn across his breast ; 
he is sitting, and upon his knees is a chafing dish, over which 
he warms his hands with his fingers spread out ; by his side 
is a frail, or workman's basket, through the handles of which 
a stick is passed. Date assumed, 1629. 

Dimensions: 3,0 — 1,8 ('077 — '046). 

States: 1st, The whole of the under part of the frail is -boI- -^-t-^-*^ -^ 
shaded ; the plate edges are rough and soiled. [CoU : A.] "f '.'' 

2nd. The whole of the underpart of the frail is shaded, and 
the plate is cut even at the top. 

[Coll : BM. C. O. P. A- H.J 

Copy rev. Novelli, No. 39. 

Copy rev. 2,1 ('052) wide. The inside of the flap of the 
hat to the left has a cross-line not seen in the original I believe 
this to be by Deuchar, though I have not found it among his 
copies. 

15. A Philosopher with an Hour-glass. {Philosopke 

avec un sablier.) 

He is sitting, resting his left arm upon a table, the head, 
nearly a profile, turned to the right ; he wears a lai^e high 
fur cap wider at the top than at the bottom ; his beard is 
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lot^y white and irregular. At the right are seen ah houN 
glass and a skull, and a curtain hangs down behind him to 
the left ; the background across the top from the curtain to 
th^ right edge of the plate is shaded. In the upper left is 
Rh, 163O1 but this does not appear until the 2nd State. 

Dimensions : 2,2 — 2,0 ('056 — '051). 

States: 1st. As described; before the signature and date. 
[Coll : BM. C. P. A. H.] There is an impression in the British 
Museum on parchment, which has shrunk in the printing, and 
was at one time regarded as a different State. 

2nd. With the name and date. There are also other varia- 
tions showing rework ; thus, there were in the 1st State only 
four short horizontals upon the skull ; there are now six ; the 
nose has also a double outline, and there is a rework upon the 
beard. [Coll : P.] 

This piece has been much criticised Some connoisseurs 
regard it as a woodcut, and view it with interest as the only 
work on wood which Rembrandt has left to us ; others, still 
holding it to be a woodcut, attribute it to Lievens ; others, 
again, without deciding on its authorship, believe it to have 
been executed on a metal plate. The question is by no 
means an easy one. Lievens has left some fine engravings 
upon wood, but their technic is superior to that of this print 
Still it is quite possible that this is by him, and that it owes 
its present position among Rembrandt's works to the care- 
lessness or ignorance of some early collector. On the other 
hand, its unlikeness to everything else which Rembrandt has 
left need not cause it to be rejected ; if on wood or zinc, it 
was simply an experiment, and as it did not prove a very 
successful one, was not repeated. The date only appearing 
on the 2nd State, we may assume the execution of the ist 
very early in 1630, and let this find its place among other 
essays. Judging from the rework which appears in the 2nd 
State, I believe it was executed on metal 



16. Rembrandt, with a Conical Cap : in an Oval. 

{Portrait de Rembrandt deforms ovale) 

A full face, the head covered with a conical cap of some 
rough material, which casts a deep shadow over the forehead 
and eyes ; the hair is thick and curly, and falls along the left 
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cheek as low as the shoulder ; the %ht comes in on this side. 
Surrounding the head is a kind of oval chainwork formed of 
double triangular points, which look as if dug in with the 
point of a graver ; this work is continued along the right side 
of the plate, bending a little inwards when below the oval ; 
the work on the shaded side of the cap is similarly executed ; 
there is a clear space nearly one inch deep below the ovaL 
Date assunudf 1630. 

jDimmswMs: 3,6 — 3,0 ('091 — 'osi). 
The plate is slightly wider at the top than at the bottom. 

States: ist The print is as described. [Coll : BM.] 
and. The plate is reduced; it measures 3,5 — 3,o('o64 — '051); 
the dear space below is cut away. fColl : BM. A.] 
Copy. Same d. Of 2nd State, BibL IX. 

Wilson has described an impression, without the aval^ 
which was to be found in the Royal Collection at Paris ; he 
had evidently not seen it, but took his description from 
De Claussin. This impression is not now known at Paris, 
and I do not think that it ever existed. The character of the 
work is the same throughout ; it was a study or essay on the 
copper, a mere trial of an effect, which, not proving satisfac- 
tory, was thrown aside. Impressions are excessively rare, and 
the variation which constitutes the 2nd State was the reduc- 
tion of a somewhat misshapen plate. 



17. Rembrandt in a Fur Cap and Dark Dressl 

{Rembrandt au bonnet fourri et d r habit noir.) 

Front face, the bust turned to the left of the plate, from 
whence the light comes ; he wears an irregularly shaped fur 
cap, from under which his hair falls below his left ear and low 
down on his right shoulder. There is a little shading in the 
right back^ound as high as the shoulder. Date assumed^ 1630. 

Dimensions: 3,3— 3>3 ('084— -084). 

States : ist. As described. [Coll : BM. P.] 
2nd, The plate is reducea ; it now measures 2,6 — 2,4 
(.067 — -060). [CoU : BM. C P. A. H.] 

I have no hesitation in accepting this as Rembrandt's 
work ; its coarseness arises, not from the original work, but 
from mismanagement with the acid. 
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18. Bust, the Features resembling Rembrandt^ with 
A Jewel in his Cap (not described). 

Nearly full face, the bust turned slightly to tlie right ; he 
has a dark moustache ; his hair falls upon his right shoulder ; 
he wears a somewhat high cap of short fur, to the front of 
which is attached a heart-shaped jewel ; his cloak is fastened 
by a double band that passes across his breast in a sloping 
direction from right to left (of the plate) ; a trace of em- 
broidery is seen on his vest ; the background is slightly 
shaded immediately above the right shoulder. Date assumed^ 

163a 

Dimensions: 3,3 — 3,1 ('084 — •079). 

States: tst. As above. The figure is seen nearly to the 
waist [Coll : BM.J 

2nd, The plate is reduced to 2,1 — 2,0 ('053 — '051); the 
shoulders and upper part of the bust only are seen. [CoU : 
BM.] 

I have felt some hesitation in admitting this print ; it is 
so deeply overbitten that very little evidence of the master's 
hand can be seen ; it is not improbable that it is by Van 
Vliet 



19. Rembrandt: a Small Head, stooping, {Rem- 
brandt au visage rond,) 

The head is uncovered and seen nearly in front ; the face 
is round, the hair frizzled, the nose thick, and the eyebrows 
lowered ; the face is turned a little to the right, and shaded 
on the left side ; the shoulders, which are high, giving the 
figure a stooping appearance, are only outlined, the breast 
slightly shaded with right to left diagonals; the background 
is entirely clear. Date assumed^ 1630. 

Dimensions: 2,5 — 1,9 ('064 — '048). 

The plate is a little wider at the bottom. 

StcUes : xst. The head is unfinished, the background is 
scratched ; turning the print upside down a small face is seen 
lighdy etched and unshaded in what is, with the impression in 
tins posidon, the left lower comer. [Coll : A.] 

2nd The head is finished, the right side of the neck and 
throat are shaded by very clearly executed cross- work; the 
scratches in the background are fewer^ but the little face is still 
seen. [Coll : P. A.] 
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3«/. The plate is reduced to 1,7 — 1,6 ("043 — '040). The 
little face is cut away. [Coll : BM. P. A.] 

Bartsch, De Claussin and Wilson are followed by Blanc in 
describing a state in which a zigzag, seen in the previous slates, 
has disappeared. These writers must be in error, the zigzag is 
not found in any of the impressions. A little dry point work 
s^pears in the 2nd State^ which retains the burr. 



80. REBfBRANDT : THE PLATE AN IRREGULAR OCTAGON. 

{Portrait de Rembrandt^ de forme octogone) 

A full face, the hair is curly and partly concealed under a 
low fur cap ; in the background to the left is engraved Rh. 
The plate is cut closely round the head in the form of an 
octagon. Date assumed^ 1630. 

Dimensions: 1,6 — 1,4 ('041 — •036). 

[Coll : BM. P. A.] 

This head is well designed and somewhat resembles the 
more youthful portraits of Rembrandt; it was classed by 
Bartsch among his tites de fantaisie ; the expression is deci- 
dedly ill-tempered. I am told there is a copy rev., but have 
not seen it 



2L Rembrandt : with very Small Black Eyes 

{Rembrandt aux yetix chargis de noir,) 

The head is uncovered and the hair curly ; the face is a 
three-quarters, high up in the plate, turned to the right and 
shaded on the opposite side; the eyes are very small and 
black ; the background is irr^ularly shaded on the left ; the 
acid to some extent has failed, and the effect is weak. Date 
assumed, 1630. 

Dimensions: 2,7 — 2,0 (-069 — '051). 

[CoU : BM. P. A.] 

Cofy, Samed, 2,8 — 2,2 ('071 — '056). Among other dif- 
ferences, very r^uUur cross-work shades the neck ; in the left 
upper comer is Rh. 

Copy. Same d, a little laiger. The white shirt is shaded by 
a zigzag ; slighdy curved diagonals cross the forehead and shade 
the upper right cheek under the eye : the shading on the bust is 
by cross-work extending only two-thirds upwards. 
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The only impressions I have seen have the plate edges 
rough and irr^jular. It is a print of very little merit. 
Bartsch had never seen it, but took his description from 
Gersaint ; Pierre Yver assumed it to be the work of Lievens, 
but I do not see why it should be attributed to him. I am 
not prepared to say to whom I should assign it if it is not 
allowed to be by Rembrandt j^^^^^ y^.£y/^f^y 



22. Rembrandt with an Open Moutil {Rembrandt 

d la bouche auverte) 

Nearly full face, the body turned to the left, the hair 
abundant and curly ; the mouth is open and the under jaw 
thrust out, imparting to the features an expression of pain ; 
the neck is exposed ; the background is shaded in the lower 
left to the level of the chin ; at the top on the same side is 
faintly engraved Rh, 1630. 

Dimensions: 3,3 — 2,9 ('084 — '074). 

States: 1st. The plate is very irregular and soiled ; a harsh 
uneven line is drawn below the bust, marking off a narrow 
clear space. [Coll : BM. O. P. A.] 

ind. The plate is reduced to 2,9 — 2,4 ('074 — *o6i) ; the dear 
space below and part of the R of the monogram are cut away. 

[CoU : BM. C. O. P. A. H.] 



23. Rembrandt with an Air of Grimace. {Rem- 
brandt faisant la moue.) 

The head is uncovered, the face a full front, the hair 
curly, the eyebrows are knit and lowered, and the lips tightly 
closed with an air of grimace ; the body turned towards the 
left is covered with a fur cloak with a collar ; the light comes 
from the right ; two fine lines nearly parallel cross the upper 
part of the plate passing through a tuft of hair which rises 
higher than the rest In the upper left, cut through by the 
lower of the fine strokes, is Rh, and below it 1630. 

Dimensiotts: 3,0 — 3,0 ('076 — '076). 

States: 1st. As described. The plate edges are rough and 
soiled rCoU: A.] 

2nd. The plate is reduced to 2,9 — 2,4 ('074 — '061), the Rh 
and figures 30 only remain ; in worn impressions these figures 
and the lines become mdistinct. [Coll : BM. P. A. H.] 
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The head, which looks upwards, is turned slightly to the 
right ; the bust, only in outline, is to the left, from whence the 
light comes in ; the eyes, widely opened, have an expression 
of fear ; the mouth is partly open, the moustache is thin ; on 
the head is a flattened cap, its top cut off by the edge of the 
plate ; the background is very lightly shaded half way up on 
the lower left ; on the breast is engraved Rh, 1630, but this 
is not very legible. 

Dimensions : 2,0 — ^1,8 ('051 — •046). 

rCoU : BM. C. O. P. A. H.l 

Placed by Bartsch in his loth class, Tl^tes d*hontmes de fantaisie. 
An impression is mentioned by Marcus yV in. larger, but this I 
have never seen, nor is it known to Mons. Blanc Impressions 
exist of which the plate edges are rough and irregular, the upper 
right hand comer being contracted, possibly from the shrinking 
of the paper. 

Copy rev. The top of the cap is ^ in. (•013), from the plate 
line, in upper left is Thos, Worlidge^ i759- 

Copy rev. The expression much exaggerated, the top of the 
cap is 1,1 (*o28) from the plate line 

Copy rev. The upper line touches the cap» in the lower left 
outside a border line is R< inv, ; to the right is Cutnano sc. 



25. Rembrandt, Full Face, laughing. {Rembrandt riant) 

A full face turned slightly to the left, the head covered 
with a cap ; the hair is short and curling, falling over the 
forehead ; as usual the nose is large ; the mouth, partly open, 
discovers the upper teeth ; the bust, turned to the right from 
whence the light comes, is clothed in a habit buttoned down 
the front ; round the neck is an untied cravat, one end hang- 
ing behind his right shoulder, the other seen above his dress in 
front ; above the right shoulder are a few lines of shading ; 
near the top on this side (the left of the plate) is Rh 1630, 

D 
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Dimensions : 2,0 — 1,7 — ( '05 1 — '043). 

States: 1st The plate is irregular, it is a little narrower at the 
top than at the bottom and its edges are rough ; the lines across 
the bust do not reach the right edge of the plate. An irregular 
diagonal line crosses the right shoulder, its direction is parallel 
to an imaginary line from the top button of the dress to the left 
lower comer. [Coll : BM. A. ][ 

2nd. The plate is cut even, it now measures rather less than 
2,0—1,6 (-050— -040). [Coll : B^f. P. H.l 

^rd. The cap and hair are retouched, making the hair, espe- 
cially on the nght side, wavy instead of short and curly ; the 
end of the cravat behind the neck is covered with cross-work ; 
a second very regular diagonal line covers the shaded part of 
the right shoulder, its direction is parallel to an imaginary line 
from the right eye to the left comer of the plate ; I cannot think 
that this additional work was done by Rembrandt. [Coll: 
B\f. C. P. A.] 

Copy rev. The left eye is latger than the right; the expres- 
sion is a very grave one, in complete contrast to the original. 

Copy rev. and reduced. The head is in the upper middle of 
the plate. 

Copy rev. At the lower left is Rembrandt^ at the right is 
F. Novelli inc,y and near the top is No. 34. 

Copy rev. Said to be by the hand of Rembrandt himself. 
I have never seen it, nor do I think any such copy exists. 



26. Rembrandt with Curly Hair, rising into a 
Tuft over his Left Eye. {Rembrandt aux cheveux 
cr^iis et au toupillan Hevi^ 

Nearly full face, the light comes from the left, the body 
is turned to the right ; the hair covers his forehead throwing 
a shadow which partially conceals his eyes, and above to the 
right rising in a tuft ; his dress has a plain white collar ; the 
background is slightly shaded on the left both at the top and 
bottom, but on the right tlie shading only reaches as high as 
the shoulder ; below is a clear space about -^ in. deep, in 
which with some difficulty can be made out Rh 1630. 

Dimensions: 3,6 — 2,9 ('091 — 074). 

[Coll : BM. H.] 

I have only "seen two impressions of this print ; the plate 
was much injured in the biting, and was probably at once 
thrown aside. 
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27. Rembrandt with a Fur Cap and Light Dress, 

{Rembrandt au bonnet fourri et d V habit blanc) 

Nearly full face, slightly to the right, the body turned to 
the right, the light enters on the left ; he wears a fur cap 
which comes down nearly to his eyebrows ; the lower part of 
his right ear is seen, the hair curls down behind it nearly to 
his shoulder ; his dress is open in front and edged with fur ; 
a slight shading is seen in the left background reaching as 
high as the shoulder ; at the top on the same side is engraved 
Rh 1630. 

DitnenHens: 2,4 — 2,1 (nearly) (•061 — -053). 

States: 1st. The plate measures 3*6 — 2*9 ('092 — '070). 
The edges, especially the right, are irregular, and as well as the 
background are much soiled ; the vest below the neckband is 
white ; the right temple is unshaded ; there is no work in the 
left background ; below the figure nearly in the middle is Rh. 
1630. rcoll: A.] 

2niL The plate is reduced ; the monogram and date, cut away 
by lessening the plate, are re-engraved at the top upon the left 
Rh. 1630. [Coll: BM. A.] 

yd* A slight shading appears in the lower background to the 
left. [Coll: A.] 

4th. HorizonUls shade the vest below the neckband ; a slight 
shading appears upon the right temple below the cap ; the right 
eye, which till now had an unpleasing expression from its upper 
lid being too oblique, b altered and has a natural effect [Coll : 
C O. P. H.] 

5M. The edges of the plate are smooth and regular, and the 
background is burnished ; there are two impressions of this State 
in the British Museum, one of which has slipped in the printing. 
[Coll: BM.] 

Copy rev. of 2fui State, The ear, clearly seen in the original, 
is indistinct ; the hair to right is badly expressed with a con- 
tinuous outline. 

Copy rev. of 4M State. Harshly executed 

Copy rev. of sth State. By Watelet 

In die Amsterdam collection is an impression (No. 1006) re- 
sembling the above, only in reverse ; the etching has failed in the 
biting and the result is unsatisfactory; the mouth is placed a 
little on one side (the left of the plate) : the impression has 
been trinuned, what remains measures 2,1 — 2,0 (-053 — 051). 
It is a copy which may have been taken by a pupil in Rem* 
bmndt's studio. 
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28. A Portrait (unknown) of a Man with a Broad- 
brimmed Hat and a Ruff. {Homfpte au chapeau i 

grands bords) 

This is a highly finished print of a man placed rather to 
the left of the plate and turned towards the right He has a 
short beard and moustache, his mouth is slightly open and 
his teeth are seen ; his dress is closely buttoned, round his 
neck is a large falling ruff, and he wears a hat with a broad 
brim, which is partly cut away by the left plate-edge. In the 
upper left is Rh 1630. 

ZHmmsions: 3,1 — 2,5 ('079 — •064). 

[Coll : BM. C O. P. A. H.] 

There are no States, though impressions are occasionally 
met with without the monogram and date. There is one in the 
British Museum ; another was in the collection of the Baron 
Verstolk de Soelen. A careful examination reveals no evidence 
of erasure or trace of any tampering with the plate. M. Charles 
Blanc describing the Verstolk impression says : * J'ai reconnu 
que cette dpreuve dtait sophistiqu^e, et qu'on Tavait imprim^e 
avec im cache-lettre ; ' adding that the monogram and date are 
found on all the finest impressions, an opinion which my own 
observation confirms. We may assume that the occasional 
absence of the monogram and date is due entirely to neglect in 
the printing, no ink having been placed on that part of the plate 
where they were etched. 

Copy rev. The eyes, etc, much too deeply shaded ; in the 
upper left is Rh 1630. 

We may regard this as a portrait, it shows so much careful 
finish ; but I have not yet found any clue to the original 



29. An Old Man ; the Bust shaded only on the 
Right. ( Vieillard hgrande barbe et a Cipauk blanche^ 

The forepart of the head is bald, but on the sides and 
crown the hair stands up and is curly ; the beard is long, 
broad, and grey; the eyes and the right cheek are in shadow, 
the light falling on the left cheek and the beard. He is in a 
stooping attitude, full face, but his bust is turned towards 
the right, and clothed in a gown edged with fur. There is no 
work on the right shoulder ; four white buttons are seen upon 
the vest Date assumed^ 1630. 
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Dimensions: 2,8 — 2,5 (-071 — •064). 
[CoU : BM. C. O. P. A. H.] 

The Cambridge impression is an unusually fine one, 
printed in very rich-toned ink. Vosmaer speaks of a drawing 
by Rembrandt for this head, dated 1630, in the collection of 
Mr. J. De Voz. 

SO. An Old Man with a Large Beard ; the Shoul- 

DERS RISE ABOVE THE EARS. {Vieillard it barbe 
ibouriffie et au front riiU.) 

His bust is a little turned to the right, from whence the 
light comes in, falling upon the forehead and the top of the 
left shoulder, which is unshaded ; the head is very much in- 
clined and bald in front, but covered with curly hair on the 
crown and sides ; the beard is long and broad. There is a 
little shading in the background above the right shoulder^ 
but it does not extend so high as the top of the dress ; above 
the head in the upper lefl is Rh 1630. 

Dimensions: 3,6 — 3,0 (-091 — -076). 
[Coll : BM. C. P. A- H.] 

Impressions are found without the monogram and date, 
and have been described as a ist State. I have seen one 
such impression, and I have no doubt that Bartsch was 
correct in attributing the absence of monogram and date to 
a failiu-e in the printing. 



81. An Old Man with a Large Beard ; the Shoul- 
ders LOWER than the Ears. ( Vieillard h longue 
barbe blanche et h tite chauve.) 

The head is a three-quarter, turned to the right and in- 
clined downwards, bald in front and with the hair thin on the 
crown and sides ; the bust is covered by a gown of some 
coarse material with a long nap ; the light falls on the fore- 
head, nose, and beard, which last is white, broad, and long ; 
the background is shaded on the left above the shoulder. 
In the upper comer on this side is Rh 1630. 

Dimctisiofis : 3,9 — 3,2 ('099 — -081). 
[Coll : BM. C. P. A. H.] 
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Copy. Same d.^ by De Claassin. Etched on a plate 7,0 — 
4,8 (-178 — •123), at the right of which, placed upside down, is a 
copy of No. 130. The angles are marked by which the plate 
could be cut to the same size as the original ; there are impres- 
sions from the plate so cut 

This print has been attributed to Bol, to whose work some 
ten years later it bears a certain resemblance. It is not 
unlikely that Bol made use of this and other similar heads as 
his models. 

32. An Old Man with a Bushy Beard: a Full 
Length. {Figure de vieillard h courte barbe) 

He is turned to the right, and in a stooping position, rest^ 
ing against a bank to the left of the piece ; the face is a three- 
quarter ; his hands are a little raised and are placed upon a 
stick, which helps to support the figure ; there is some shad- 
ing in the foreground ; and in the middle, behind the stick, a 
little foliage appears in the distance. In the upper right 
corner is Rh^a -^<«/^ assumed^ 1630. 

Dimensions: 4,5 — 3,1 ('iiS — '079). 

[Coll : BM. C P. A- H.] 

Copy. Same d., by Deuchar, who has represented him as 
walking forward, and has added foliage and a background. 



S3. A Beggar standing and leaning upon a Stick. 

(Grand gueux debout.) 

He is seen in front ; he wears a large high cap with a 
narrow border of coarse fur ; he is very ragged, and the toes 
of his right foot are seen ; his body is bent forward, and both 
hands rest on a staff. The shadow of the figure falls on the 
background to the lower left. Date assumed^ 1630. 

Dimensions: 6,2 — 4,7 ('158 — '120). 

States: 1st. The plate is irregular, and the edges rough and 
soiled, as is also the background. There are a few indications 
of burr. [Coll : A.] 

2nit. The plate is cut straight, and the background and edges 
are cleaned. fCoU : BM. C. P. A. H.] 

Copy rev. In the left is Rembrafidt inv. ; to the right is 
Sardi inc. 1791. I have seen an impression without this inscrip- 
tion, but not good enough to pass for a counterproof. 
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34. A Beggar sitting on a Hillock, with his 

Mouth open. {Gueux assis sur une motte de terre) 

He is sitting, on the left side of the print, turned to the 
right ; his head, which is nearly full face, is uncovered, and his 
hair matted and untidy; his furred cloak is ragged and 
fastened across his breast with a button ; his left hand, with 
the palm open, comes from under his cloak as he asks alms 
with an expression of distress ; his left leg is bent so as to 
show the sole of his foot ; the toes of the right foot appear 
through the shoe. In the middle of a clear space below is 
Rh 1630. 

Dimensions: 4,6 — 2,7 ('iiS — '969). 

[Coll : BM. C. O. P. A. H.] 

A 2nd State has been described by Wilson and Blanc, who 
tell us that in the lower part to the left is Rembrandt ; this is in 
addition to the monogram and date. I have never seen this 
impression. De Claussin says there is a State in which the hand 
is covered by the cloak ; this abo I have not seen, and believe 
there is only one State. In the best impressions die edges are 
rough and die background soiled. 

Copy. Same d. Very deceptive. By James Bretherton. 
For a variation, see |91ntr I. fig. 2. 

Copy. Same d. Of the head and bust By Deuchar. 

In the earliest impressions burr is seen in the deeper lines 
which mark the folds of the dress, etc. 



3S. A Beggar with a Wooden Leg. {Gueux estropil) 

He is seen nearly in front, but turned a little to the right ; 
his head is inclined forward and his mouth open ; he wears a 
fur cap ; his forehead is bandaged and his left arm is in a 
sling ; his left leg appears to be crippled, and is supported 
by a wooden one, in the socket of which his knee is bound, 
the foot showing behind ; his right hand rests upon a stick, 
and he is very n^ged. Date assumed^ 1630. 

Dimensions: 4,5 — 2,6 ('115 — '066). 

States: 1st. The plate is irregular at the top and slightly 
higher on the right side ; the end of the stick is xV ^^^ ^^ 
bottom of the plate. [Coll : BM. O. P. A. H.] 

2nd. The plate is cut evenly at the top and bottom ; the end 
of the stick touches the lower plate line. [Coll : BM. C. P. H.] 
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86. An Old Man sitting on a Chair and wearing 
A High Cap, 'Philon the Jew.' {Homme assis, 
aux trots moiistaches.) 

In this, a three-quarter length, is represented an elderly 
man sitting on a chair, part of the back of which is seen to 
the left, the face and body are towards the right ; he has 
moustaches and a short tuft on his chin, and wide, open eyes, 
the features to some extent resembling those of the First 
OrieHtal Head, No. 122. He wears a large, high cap finished 
at the lower part with a scarf, which is wrapped round it, 
and comes down low on tlie forehead, and has a cloak turned 
up with fur. A slight shading is seen in the background 
above the chair which gradually lessens towards the top ; 
above it, near the corner, is Rh 1630. 

Dimefisioiis : 4,2 — 3,5 ('loS — •089). 

States : 1st As described, the work upon the cloak does not 
reach the right comer of the plate which is a little wider at the 
bottom than at the top. [Coll : BM. A. J 

2nd, The plate is slightly reduced, it measures 4,0 — 3,4 ('102 
— '087). The cloak reaches the comer of the plate ; there has 
been some retouching, and a slipped stroke, a diagonal right to 
left, crosses the top of the right ear. [Coll : BM. C. P. A. H.J 

^rd. Described by M. Charles Blanc ; a slipped stroke is 
seen on the left cheek, which crosses it at about the level of the 
middle of the nose. The print has been re-worked, he believes, 
in the time of Basan, since the impressions are generally found 
on the yellowish paper used by Basan for his pnnting. I have 
not met with this impression in any of the large collections. 

Copy. Same d. of the 2nd State , very deceptive. The 
slipped stroke seen upon the ear is wanting in this copy, its 
place is taken by a harsh curved stroke looking like a part of 
the scarf which surrounds the cap ; by James Bretherton. 

Copy. Same d., described thus by M. Charles Blanc : ' Dans 
Testampe originale, il y a sur les cheveux, au-dessus de Toreille, 
un trait dchappd qui, dans la copie, a 6x6 transform^ en une 
seconde mbche de cheveux.' Bibl. VIII. II. p. 235. Possibly 
this is only another description of Bretlierton's copy. 

Copy rev. Measures 3,3 — 2,4 ("084 — *o6i). Only the bust 
is seen. 

This etching has been known as The Portrait of Philon 
tlie JeWf a title which may very well be restored if only for 
the sake of distinction. There is in the Galerie Tschager at 
Innspruck a portrait, attributed to Rembrandt, of the person 
who is here represented. This in Smith's Catalogue, Part 
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VII. No. 461, p. 152, IS called a portrait of PhiUm the Jew ; 
and from it Van Vliet made an engraving. Burger (Thor^), 
in the 'Gazette des beaux Arts/ September, 1866, describes 
a portrait of the same person by Van Vliet, after Rembrandt, 
bearing upon the hat band the word ^CKms ; and I have seen 
an impression of the 2nd State of the etching above de- 
scribed, upon which the word Philo was apparently engraved. 
I cannot learn anything about any Philon le yuif\ and it 
must be acknowledged that the Greek word upon Van Vliet*s 
picture is somewhat suggestive of the origin of the name. 



87. Two Beggars, a Man and a Woman, conversing. 

(Gtteux et gueuse!) 

Two old b^gars standing opposite in conversation. The 

man, who is on the left, wears a cap without a crown, his 

right hand is behind his back, his left rests upon a stick ; the 

«voman has her hands crossed, resting upon a stick, and from 

ler left arm hangs a basket Low down on the left is Rh 

.630* 

Dimensions: 3,1 — 2,6 ('079 — •066). 

States: ist. The plate edges are uneven, and it is higher on 
the left side. A fine line or scratch crosses the plate near the 
top, through the upper part of the man's hat [Coll : BM. P. A.] 

2nd. The plate is cut straight, the fine line is only seen in the 
best impressions. [Coll : BM. C. O. P. A. H.] 

Coff. Samed. ; the plate is 3,1 — 2,0 (-079 — "051). Low 
down to the right is Rembt,^ and to the left Dcucharfd. 

Copy, Same d. With the name of the copyist and the date, 
Over lad s. 1760. 

Copy rev. ; below the man's heel is R.t 

Copy, Of the woman alone. Same d Etched on the same 
plate as his copy of a yew in a High Cap, No. 102. By J. 
Overlaet 

Copy, Same d, Bibl. IX. 



88. Head and Bust, Full Face: looking from 

BEHIND A Wall. (Homme deface avec bonnet^ 

He is nearly full face, wearing a low cap or calotte ; both 
ears are seen, the left is especially prominent ; he has thin 
moustaches ; his cloak, open in front, is bordered with fur. 
The light falls upon the upper part of his left cheek, his 
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forehead and his nose, and touches his breast On the left 
side of the print is represented a wall, which is continued 
across the lower part of the subject to the right In a clear 
space below, a little to the left, is Rh 1630. 

Dimensions: 3,8 — 2,9 ('097 — '074). 

States : 1st The wall below does not reach the right edge of 
the plate, the cap and face only are shaded ; the left shoulder 
and side are in outiine ; this is also before the monogram and 
date. [Coll : BM. P. A.] 

2nd. The stonework is carried across the plate, the cap is 
still further shaded with lines, chiefly diagonal, and the bust 
shaded excepting the upper part of the shirt The monogram 
and date are added [Coll : £M. P. A.] 

$rd. The plate is reduced at the bottom and on the left ; it 
measures 3,0 — 2,4 {'076 — *o6i). The remains of the stone- 
work are seen in the left comer, and Rh 1630 is re-engraved 
in the upper left. [Coll : BM. P. A. H.] 

4M. The plate is again slightly reduced in height, the back- 
fSTOund is worked over, the monogram and date are illegible. 
[CoU : BM. C. P.] 

5/>4. I'he plate has been re-worked, the reflected lights seen 
on the face are gone, deep and very regular downward lines 
shade the whole right shoulder and breast [Coll : BM. C. P. A.] 

Copy rev. On a larger plate, near the middle of the impres- 
sion, close by the ear, is Rt 1641. 

Copy rev. Very poor; measures 2,5 — 2,0 ('064 — *o5.i). 

Copy rev. The plate measures 3,3 — 2,9 ('084 — '074). Close 
to the ear is R 1647. 

Copy rev. Measures 3,1 — 2,8 ( 'o 7 9 — •071). The shading 
is of regular cross-work, above the head is jRem ; by Justus 
Danckaerts. 

These three copies are of Rembrandt's own time. 

The variations which mark the ^rd State are not by the 
master ; those of the 4/A and 5/// are of a much later time. 



39, Profile of a Bald Man with a Jewelled Chain. 

( Vieillard chauve, a couronne de cheveux ftoirs) 

A head and bust turned to the right. He is bald, with 
the exception of some short hair behind, and has a slight 
moustache and beard ; his eyes are looking downwards ; he 
wears a robe edged with white fur in front and on the collar : 
over his shoulders is placed a jewelled chain, to which is 
attached in front the insignia of some Order. There is a 
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little shading to the left^ behind the figure. In the middle of 
a clear space below, -^ xru (*oio) deep, is Rh 1630, and a little 
to the left this monogram and date are repeated, but the last 
figure IS lightly engraved and not very legible. 

Dimensions: 4,7—3,3 ('120 — '097). 

States : 1st As described. The edges of die plate are rough 
and soiled [Coll : BM. A.] 

2nd. This contains only the head and the upper part of the 
shoulder, the rest having been effaced ; the background is un- 
shaded. [CoU : BM. P.] 

ird. The plate is reduced to 2,7 — 2,3 ('069 — "o^S) ; part 
of the bust is woiked in again. But it is coarsely and heavily 
executed by an inferior hand ; the background above and to 
the right of the head is shaded, and in the right lower comer is 
Rh and below it 1630. [CoU : BM. C. O. P. A. H.] 

Copy. Same d. of 3r/5/ii//, 5,2 — 3,5 ('133 — '089). There 
is no shading in the background, and only tne collar is complete. 
The monogram and date are in the lower left, not, as in the 
original, in the right 

Impressions of the ist State of this print are extremely rare, 
in fact, I only know of two ; after they were taken, it is probable 
that the plate received some accidental injury, which led the 
person into whose hands it fell to burnish out the whole of the 
bust, and print from the head only. The re-introducdon of the 
bust is by a ver^ inferior hand. 

The impression of the 2nd State in the British Museum is 
taken on the back of an impression of a print which I have 
rejected — the Morisco ; a bust is added in pencil, but certainly 
not by Rembrandt There is also in the same collection an 
impression taken from the plate m its y^d State^ but with^mt the 
bust. The head has been cut out and very neatly inlaid in a 
leaf of unprinted paper. At Amsterdam is also an impres- 
sion without the bust; in this case the shape of the head 
has been cut out of a piece of paper, which was then laid 
accurately upon the plate ; the head, the only part exposed, was 
inked, and an impression printed off ; the inregular oudine of 
the protecting paper may be detected, and the slightly soiled 
background close round the head contrasts with the protected 
paper that did not touch the plate. In Paris is an impression 
resembling that in the British Museum, and marked as a ist 
State : the impression is fastened down, thus preventing our 
knowing which process was employed M. Charles Blanc 
credits a certain Monsieur Peters, the greater part of whose 
collection was acquired for the BibUoth^ue ro)>ale, with being 
the author of similar supercheries ; it is not unlikely that these 
are his handiwork. 
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40. Head resembling the last, smaller and more 

STOOPING. ( Vieillard chauve^ h couronne de cheveux gris,') 

This is an apparent repetition of the last head, but smaller 
and inclined downwards ; like the last he is in profile to the 
right ; he is bald except for a little hair behind his ears, 
and has a short beard and moustache ; his dress is edged 
with fur. A little shading is seen in the lower right back- 
ground. In the upper left comer is Rh, and below it 1630. 

Dimensions: 2,2 — 1,7 ('056 — •043). 

[Coll : BM. C. P. A. H.] 

The Amsterdam impression has the backgrotmd soiled and 
the edges rough and dirty. Wilson says that there is an im- 
pression before the monogram and date. I have not seen it 

Copy rev. The eye is an ugly blot produced by harsh cross- 
work. 



41. Profile of a Man, bald headed, coarsely etched. 

{Le mime vieillard chauve, eft contre-partie,) 

.^^//, / A head and bust in profile turned to theTt|^; it is either 

a repetition in rev. of No. 39, or a study from the same head ; 
he is bald in front with a little short hair behind, and wears 
a mantle of some coarse material ; excepting round the head 
the background is irr^ularly shaded. Date assumed^ 1630. 

Dimensions: 4,1 — 2,7 ('105 — '069). 

States: ist. A clear space, A in. 0016) deep, is seen both 
above and below the subject. [Coll: feM. A.] 

2ml. The plate is reduced to 2,9 — 2,7 (074 — '069); both the 
upper and lower borders are cut away. [Coll: BM. P. A.] 

Copy same d. of the 2nd State; measures 3,6 — 2,8 (•091 — 
•071); there is a clear space below in which to the right is 
IfogartApinxt,^ and below is SmitA alias Buckhorse^ i'j4j,t/t€ 
looted Bruiser, 

In curious contrast to the irreverent inscription upon the 
copy is the suggestion of a connoisseur, that in this profile, 
and in Nos. 39, 40, we have three studies of Johannes Uyten- 
bogaert, the Remonstrant minister. The print is very coarsely 
executed, and the technic inferior: if by Rembrandt, it is one 
of his most careless studies, but it is not unlikely to have been 
the work of a pupil, a copy of No. 39, taken directly upon the 
copper, and therefore printing in reverse. 
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42. Rembrandt with a Broad Nose, {Rembrandt an nez 

large) 

Full face, the body turned towards the left ; the head is 
uncovered, the hair bushy, the nose unusually broad ; the 
neck appears above the white band of the shirt ; the light 
comes in on the right side. The background is clear except 
to the left, where it is irregularly shaded to the level of the 
chin. Date assumed, 163 1. 

Dimensions: 2,9 — 2,3 ('072 — '059). 

States: 1st, Measures 2, 9 by a little more than 2,4 
(•072 — -062); there is no shading in the background; at the top 
are two fine lines crossing the piece from the left in a slanting 
and downward direction passing through the upper locks of 
hair, these light lines very soon disappear; they are not seen in 
the impression at Amsterdam. [Coll: C. A.] 

2nd. The plate is slighdy reduced; the lower left background 
is shaded. [Coll: R] 

Copy. Same d. Tne bust is shaded with very regular lines; 
in the upper left comer is R^ There is a 2nd State of this copy 
in which the eyes look to the right, and the shading is worked 
up with fine interlines; below is No. 5; it is probably by Vivares. 

There is a resemblance to the other studies of Rembrandt's 
head, but the print is harshly and coarsely worked and is 
only valuable because it is rare. 



48. Rembrandt with Bushy Hair, and strongly 

SHADED. {Rembrandt aux cheveux cr^s, fartemeni 
outri) 

Turned to the left but nearly full face ; the hair, bushy 
and thick, falls on the right shoulder, but not so low on the 
other side ; the forehead and whole of the right side of the 
face are deeply shaded ; the light falls on the left cheek; 
collar and the shoulder ; the background, except the lower 
left, is shaded ; low down on this side is engraved RiL Date 
assumed, 163 1. 

Dimensions: 2,6 — 2,5 (-066 — '064). 

States: ist. The edges of the plate are irre^lar; the shaded 
side of the &ce has been overbitten with the aad. [Coll : BM. A.] 

2nd, The edges of the plate are clean and regular, and the 
plate itself is slightly reduced The defects in the shading are 
worked over. [Col: BM.] 

Co/y. Same d Bibl. IX. 



\ 
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Gersaint and Bartsch classed this head among their Tftes 
(fltommes de fantaisie, De Claiissin placed it among the 
.portraits of Rembrandt It is excessively rare. 



44. Rembrandt with a Cap and Robe of Fur. (-R«w- 

brandt au bonnet defourrure in^gal) 

Full face, bust slightly turned to the right ; on the head 
is a fur cap which rises nearly to the top of the plate on the 
right side ; the dress is faced with fur and open at the neck, 
disclosing the vest ; the light comes in on the right ; there is a 
little shading in the left background as high as the shoulder, 
and at the top on the same side is Rh 1631. A clear space 
of j% in. is below the subject. 

Dimensions: 2,5 — 2,2 ('064 — '056). 

StaUs: 1st The shading on tlie right cheek has failed in the 
biting. [Coll: BM. P. A.] 

2nd, The right cheek is worked over. Diagonal lines, strongly 
given from right to left, deepen the shading upon the cap to the 
left of the print, and the shoulder on the same side is closely 
covered by regular and neariy vertical lines. [Coll: BM. C. P. 
A.H.] 

This 2nd State is one of those 'improvements ' which were 
not created by Rembrandt ; his etching having been injured 
in the biting he threw it aside. 



46. Rembrandt with a Round Fur Cap ; Full Face. 

(^Rembrandt au bonnet rond etfourri) 

A front face, the body turned to the right, and on the head 
is a high rounded fur cap shaped like a turban ; the hair, short 
and curly, falls lowest over the left ear ; the cloak is faced on 
the right shoulder with fur, the other side is not finished ; the 
light comes from the right; high up on the left is Rh 163 i. 

Dimensions: 2,5 — 2^2 ('064 — '056). 

StaUs: ist There is a space on the right shoulder just below 
the collar which is shaded partly by a horizontal zigzag, and for 
a short distance to the right by a single left-to-right diagonal; 
this leaves a light space upon the shoulder and below the collar. 
[Coll: BM. C. O. P. A. H.] 

2nd, The whole dress below the collar on the right shoulder 
is worked over by close curved lines following the roundness of 



Ncs. 46, 47 Studies and Portraits. 47 

the fonn and obliterating the light space ; deep shading upon 
the cap above the right eye gives the appearance of a crease or 
fold; all this work is by another hand. [Coll: BM. C. P.] 

Copy rev.; described by Wilson and Blanc. . I have not seen it ^ 

48. Bust of a Young Man, Full Face ; with a low 

MISSHAPEN Cap. {Ttte i bonnet,) 

This is a front face without beard or moustache, the hair 
is curly and falls low on the coat collar to the left ; on the 
head is a cap, irregular at the top and projecting on the right ; 
the turned back part of the dress has an irregular outline ; 
there is shading in the left background as high as the cheek, 
and on this side the cap, face, and dress are deeply shaded ; 
in the upper left is Rh 163 i. 

Dimensions: 2,5 — 2,3 ('064 — •058). 

Wilson has described three States of this p^int, but his 
account is a very unsatisfactory one. M. Charles Blanc 
seems to have followed Wilson, and does not say that he has 
himself seen the three States ; I have entirely failed to verify 
them, and must therefore set them aside and define the only 
States I have been able to meet with. 

States: xst. As described. [Coll: A.] 

2nd. The plate is reducea to 2,0 — 1,8 ('osi — '046); the 
monogram and date are cut away. [Coll: BM. A.] 

Copy, Same d. The shading in the left background, which 
in the original touches the bust as high up as the shoulder, and 
is there a left-to-right zigzag, does not in the cop^ reach the 
bust for about half its height, while its upper part is of left-to- 
right diagonals. 

Copy. Same d. In the upper left is Rh 1631; it is very 
coarsely executed. 



47. Rembrandt with a Soft Round Cap; known as 
'L'HOMME X TROIS CROCS.' (Rembrandt au bonnet 
retombant.) 

The head and upper part of the bust are seen nearly in 
front, turned a little to the right and inclining forward ; he 
has a round face, small moustaches and a tuft ; his hair is 
short and curly ; he wears a soft, flattish cap, placed forward 
over his forehead ; his dress has a collar of fur, open in front, 
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allowing his neck to be seen ; the background is clear ; the 
light comes from the right. Date assumed^ 163 1. 

Dimensions : 2, 2 — i ,8 ( '05 6 — '046). 

States: 1st, The plate edges are rough and uncleaned ; the 
right shoulder is not shaded ; the fur collar is shaded only at 
the back and under the ear ; & slight diagonal shading appears 
in the left background behind the figure. [Coll : BM. P.J 

2nd. The right shoulder and the fur collar are worked upon, 
showing the shadow cast by the face ; strong diagonals right to 
left shade the cap above the right ear. [Coll : BM.] 

^rd. The plate is reduced ; it measures 2,0 — 1,7 ('05 1 — '043), 
and the shading which would have remained, behind the figure, 
is burnished out [Coll : BM. P. A.] 

4th, Diagonals, coarsely executed, cover the shoulder on the 
left ; and upon the cap, above the right eye, similar horizontal 
strokes form a kind of band. [Coll : BM. C. O. P. A.] 

5M. The plate, which was slightly higher at the right side, has' 
been cut even and the top straightened. [Coll : BM. C] 

Copy rev. A scratch crosses the whole bust near the bottom 
of the plate. 

The work in the 4/A State of this plate is certainly not by 
Rembrandt, and I think it very doubtful whether the altera- 
tions which constitute the '^rd State were executed by him. 



48. Rembrandt with a Fur Mantle or Cape. {Retn- 

brandt au collet pendant^ 

The head is slightly turned to the left, and partly shaded 
on that side ; the curly hair falls.over the forehead, covers the 
right ear, and hangs behind as low as the neck ; the bust is 
wrapped in a cloak with a broad flat collar, above which is 
seen the shirt, plaited or gathered to fit the neck ; the back- 
ground has a little shading in the lower left ; at the top on 
the same side is Rh 1631 ; a clear space is marked off by a 
line below the subject -^ in. deep. 

Dimensions: 2,6 — 2,1 (066 — '053). 

^ates : 1st. The upper part of the hair directly over the left 
ear is flattened ; the hiair alongside the right cheek does not 
come so low as the end of the nose. [Coll : BM. P. H.] 

2nd. The mass of hair above the left ear has been added to, 
and shows traces of dry point; it now presents a rounded 
appearance. [^CoU : BM. P. A.] 

^rd. The hair alongside the right cheek falls as low as the 
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mouth ; left-to-right diagonals shade the cloak ; the right side of 
the nose is strongly outlined. [Coll : BM, C. P. A. H.] 

4/A. The plate is still further reduced, it measures 2,3 — 2,1 
(•058 — '053;, and is much reworked. [Coll : BM.] 

Copy rev. On a larger plate, above Uie head a little to the 

right, is Rh 1633. /fi^pu^-^ <r**^<^ Vw^^/t .A^ J'?^/_W^^/J ^^/yf. -* 

After the 2nd State Rembrandt's hand is not seen upon 
the platen 

49. Rembrandt with Bushy Hair. {Rembrandt auxyeux 

touches^ 

Turned towards the right, the left side of the face is 
strongly shaded, the abundant curly hair falls low on the left 
shoulder ; the dress, open at the neck, has a broad fur collar ; 
the background is clear, fine left-to-right zigzags in the lower 
right excepted. In the upper left is Rh 163 i. 

Dimensions: 2,4 — 2,2 (•061 — '056). 

States: ist. There is an oval space between the mouth and the 
outline of the cheek, where a spot of acid has bitten so deeply 
that the lines are destroyed. [Coll: BM. H.] 

2nd, The defect caused by the acid is covered with fresh 
work, but its traces are still apparent [Coll : BM. C. A.] 

3ri The plate is reduced, itnowmeasures 2,0 — 1,7 ("050 — '044), 
and the monogram and date are cut away. [Coll : P. A.] 

This plate has been injured with the acid ; probably only 
the 1st State was by Rembrandt 




60. Rembrandt with Bushy Hair (the Head nearly 

FILLS THE Plate. (Rembrandt aux cheveux Mrissis) 

Nearly full face ; the bust, of which very little is seen, is 
turned to the left ; the hair is abundant and curly, standing 
away from the head, and falling on the shoulder to the right ; 
he has a small beard and moustache ; his eyebrows are con- 
tracted, and his features have an air of grimace ; the shoulder 
is only outlined ; a little shading is seen under the chin. 
Date assumed 1631. 

Dimensions: 2,5 — 2,4 ('064 — '061). 

States: ist The plate measures 3,5 — 3,0 (-090 — •076). 
[CoU : P. A.] 

£ 
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2nd. The plate is reduced ; dry point work appears upon the 
hair. [CoU : BM. C P. A.] 

3r</. Upright work in dry point is introduced upon the hair 
above the right eyebrow towards the crown of the head ; the 
ascending line of the left nostril is continued rather higher than 
the corresponding line of the right ; in the previous States this 
line was only half the height of that on the right [Coll : 
BM. A.1 

4/^ Oblique lines becoming almost horizontal cover the 
' lower part and end of the nose on the shaded side. [Coll : 
BM. P.] 

^th. The face and hair have been entirely reworked, giving 
to the whole an uniformly heavy tone ; the long locks which fell 
upon the shoulder and reached the right comer of the print are 
shortened, allowing the outline of the back to be seen ; the right 
cheek from the temple to the chin is distinctly outlined, which 
was not the case in the earlier impressions. [CoU: BM. C. P. 
A. H.] 

6th. A series of short verticals deepen the shading below 
the chin, and on the chin are short left-to-right diagonals. 
[Coll: C] 

Probably the reduction of the plate which marks the 2nd 
State took place after it had left Rembrandt's hands ; the 
work which is found in the ^rd and 4/A States was by his 
pupils, while the rework of the 5/^ and 6th belongs to a much 
later time. 



61. Rembrandt with Bushy Hair and Small White 

Collar. {Rembrandt aux cheveux cr^pus.) 

Placed a little towards the upper left of the plate ; nearly 
front face, the bust turned to the right ; the nose is broad, 
the eyes small, the hair is bushy and standing away from the 
head ; a collar, divided in the middle, is seen above the close- 
fitting habit. The light comes from the left. The back- 
ground is shaded only on the lower right ; above this shading, 
on a level with the chin, is Rh. Date assumed^ 163 1. 

Dimensions: 2,2 — 2,0 ('056 — '050). 

States: 1st. The plate, which slightly exceeds the measures 
just given, is soiled, its edges are rough and uncleaned. 
[Coll : A.] 

The impression at Amsterdam is probably unique ; it has a 
small margin. Four short horizontal lines, made to represent 
fastenings to the close-fitting habit, have been added in printing 
ink, possibly by Rembrandt, as a design for the completed plate. 
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but the idea was not carried out This impression is the one seen 
by De Claussinin the De Fries collection ; from thence it passed 
into the collection of Baron Verstolk de Soelen, and at his sale 
it was acquired for the collection at Amsterdam. 

2nd. The usiial impression. [Coll : BM. C. P. A. H.] 
I Copy. Same d 3,5 — 2,7 ('089 — '069). The shading upon 

the bust is of very regular cross-work ; m the original it is very 
irregular. 

Copy. Same d. 2,2 — 1,6 ('056 — '041). By Deuchar; his 
name is among the hatchings on the right. 

Copy rev. The letters Rs are seen above the shading to the 
left ; diis is also by Deuchar. 



62. Portrait of Rembrandt with Broad Hat and 
Embroidered Mantle. {Rembrandt au chapeau 
rand et au manteau brod€.^ 

The heady seen nearly in front, is covered with a broad- 
brimmed hat turned up over the left side of the face ; the hair, 
which is very fine and delicate, appears on each side, hanging 
on the left as low as the shoulder ; the body is turned towards 
the left and in later States is covered with an embroidered 
mantle bordered with fur ; round the neck is a plaited and 
laced ruffle ; the left hand only appears, it has a wristband, 
ruffle and glove ; the light comes in on the right. The date, 
1 63 1, does not appear until the 5/A State. 

Dimensions: 5,8 — 5,1 (-147 — '130). 

States: 1st. A white space is seen in front of the hat, the out- 
line of the brim above the left ear is interrupted, and the extreme 
edge of the brim to the left (of the plate) is not clearly given ; 
there is a slight defect in the biting in the hair above the left eye, 
and the outer white of the right eye is not worked upon ; I have 
only seen one impression, it may be called a trial proof and is 
probably unique. It has been mutilated and the upper comers 
cut off by some foolish collector. [Coll: BM.1 

2mt. Delicate curved lines from right to left, following the 
shape of the hat, cover the white space; the edge of the hat to 
the left is strongly marked, and the oudine above the left ear is 
continuous; the lower outlines of tlie nose and chin show rework 
in dry point [Coll: BM.] 

^rd. The white space in front of the hat is covered with left- 
to-right diagonal and horizontal lines ; the defect in the biting 
upon the hair over the left eye is remedied ; the outer white of 
the ri^ht e3re is worked with vertical strokes of the same tone as 
the iris, which is now rather confused with it, the result being 

E 2 
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that the pupil shows as a small black dot The British Museum 
impression is mutilated; it measures 3,5 — 2,7 ('089 — '069). 
[Coll: BM. A.] 

4th, The outlines of the right eye are clearlv defined lines 
parallel to the eyelid, appearing both above and below it ; the 
iris is darkened by additional work, so that the eye recovers its 
expression. The British Museum impression of this State has 
been cut down. [Coll: BM.] 

5M. The bust is now introduced; the falling collar, on 
which is seen only a faint indication of lace work, is outlined ; 
the cloak hangs from the right shoulder in two distinct folds 
which separate as they descend ; the line of the inner fold cuts 
the margin of the cloak at the level of the hand, below this is 
seen an additional fold &intly expressed, as if introduced and 
then partly burnished out; the dress below the left hand is 
divided vertically, it is darkly shaded to the left of this division, 
lighdy shaded to the right; the background is clear except that 
low down on the left a few vertical and diagonal cross-strokes 
are seen. In the upper comer of the same side is Rh 1631. 
[Coll: BM. A.] 

Wilson describes a state in which the monogram appears 
without the date, and M. Charles Blanc does the same, but they 
do not say where they have seen it ; the MS. notes to this print 
in the British Museum say ' th^ Rh is addrd but not thedatCy and 
again the monogram and date are said to be written ; I have 
never seen the state without monogram, etc. It is not in any of 
the large collections, but Wilson was generally so well informed 
that I think it quite probable that it exists, although if found I 
should not regard it as a State, but assume there has been failure 
in the printing. 

dih. The hat is now entirely reworked in dry point, with lines 
and interlines following the curves of the brim; the lower border 
of the ruff is defined, but its outline and the outline of the right 
shoulder are still unfinished; the hair at the back is made to 
fall below the ruff; embroidery appears on the left shoulder, and 
a row of buttons is seen round the edge of the cloak on that 
side; the cloak hangs from the shoulder in one fold, the lower 
faintly expressed fold is burnished out ; there is some shading 
behind the figure to the right at the height of the elbow, as if ot 
a bank or wall, against which the figure is leaning. [Coll: BM. 
C. P.] 

7M. The shading to the right, representing a bank or wall, fc 
erased ; the background, to the top and to the left, is coverec 
with irregular work; the monogram and date, which faindy 
engraved would have disappeareid under this shading, are re- 
worked in dry point [Coll: P. A.] 

%th. The plaits and lace pattern and the outline of the ruff are 
finished ; the outline also of the shoulder is complete ; the ver- 
tical division in the dress below the left hand has disappeared 
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under fresh work ; in the upper part of the plate to the right, 
sloping from left to right, is Rembrandt f. [Coll: BM. P. A. H.] 

9/A. The shading of the background, except in the lower 
comer to the left, is burnished out ; the name is gone, and the 
plate, retouched, is worn and poor. [Coll: BM. A.] 

Copy. Same d. of the Zth State \ it measures 5,6 — 5,1 
('143 — *'3^)i though possessing some merit, it ought not to 
deceive, the treatment of the hair is so unlike the touch of 
Rembrandt ; the lower and outer left outline of the cloak is 
straight instead of being curved, and it approaches the hand by 
^ instead of ^; while the fold on the right, which is darkl^r 
shaded, nearly touches, in the copy, the edge of the plate : this 
copy is by Van Vliet, and will be catalogued among his works. 

Copy in rev. On a smaller plate, as a frontispiece to Daulb/s 
catalogue. Engraved by Chapman. 

There is a fine impression of the 2nd State in the British 
Museum, which possesses the additional interest of having the 
bust and collar worked in crayon, no doubt by Rembrandt 
himself; he has also added his signature in the lower right, 
Rembrandt \ and on the left, on a level with the face, is jE 24, 
tvw^.*^ / and below^i63i. On an impression contributed to the Rem- 
^/ brandt Exhibition of 1877 by R. S. Holford, Esq., is a similar 
signature and date, (plate I. figure 3.) A collar and bust in 
black pencil are also added to an impression of the yd Sfaie 
in the British Museum. The design in each case differs from 
that of the etching ; and as the crayon or pencil work, and the 
form of the signature, are of a later time, we must assume that 
Rembrandt preserved some early impressions of his plate, 
which he afterwards completed, not for his own satisfaction, 
but as presents to his friends. 

The variations which distinguish the States before the bust 
are evidently corrections of an oversight or error, and the im- 
pressions are trial proofs : the 5/4 is the earliest completed 
State, but the attitude is so ill-conceived and the effect so 
unsatisfactory that we do not wonder that Rembrandt laid 
the plate aside, and that the further alterations and additions 
are the work of other hands, the 8/A, if not the 7/A, State 
belonging to a much later time. 



63. Rembrandt's Mother in a Black Dress, a small 
UPRIGHT Print. (Buste de la mhre de Rembrandt^ 
la main sur lapoitrine) 

This is the bust of an old woman, turned a little to the 
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right and looking downwards ; her head is covered with a 
black open veil, her dress is also black, her left hand is placed 
high up on her breast The background is shaded ; there is 
a clear space below, about -^ in. deep, in which, a little to the 
left, is Rh 163 1. 

Ditnensions: 3,7 — 2,6 ('094 — •066). 

States: \st As described above. [Coll: BM. C P. A.] 
2nd, There is some additional shading below the left hand, 
defining the form of the sleeve; this shading consists of a series 
of short strong horizontal lines partially covered by similar down- 
ward lines from left to right; the eyes are retouched ; the result 
is unfavourable, for the grey eyelashes seen in the \st State 
have disappeared. [Coll: BM. C O. A. H.] 

This head (2nd State) has been substituted for the head of 
Rembrandt's wife. No. 128: see the description. 

The student should not fail to remark the skilful drawing 
of the hand, so expressive of old age. Rembrandt's mother 
died in 1640, and though the exact date of her birth is not 
known, we have reason for supposing that in 163 1 she was 
about 63 or 65 years old. 



64, Rembrandt's Mother, seated, looking to the 

Right. {La mhe de Rembrandt^ au voile noir,) 

Her face a three-quarters ; she is seated, towards the right, 
in an armchair, at a round table, only part of which is seen ; 
her hands are crossed and placed before her ; she wears a 
close-fitting cap under a loose black veil, and has a short fur 
cloak or mantelet edged with fur of a longer texture, which, 
open at the top, allows a white habit shirt to be seen ; the 
background is shaded on the left upwards as high as the 
elbow; immediately above this shading is Rh f. Date 
assumed, 163 1. 

Dimensums: 5,9—5,1 (-150— •130). 

States: 1st The space below the seat of the chair is shaded ^ 
with fine horizontal lines from left to right, crossed by diagonals 
from right to left ] the shadow in the background rises as high 
as the sleeve, the monogram is lighdy etched. [Coll: A.] - 

2nd. The upper part of the shading below the chair is 
deepened by a series of verticals, looking almost like a fringe to 
the chair cushion; the shadow in the background rises as 
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high as the monogram, which has been reworked in dry point ; 
a black spot is seen at the end of the nose. [Coll: P. C] 

3n/. A second stroke outlines the nose, and the black spot 
has disappeared. [Coll: BM. P. H.] 

4M. The plate is cut down to an ovaL [Coll: A.] 

Copy rev. Above the shading behind the chair is KHj'fw.; 
short downward strokes, or dashes, between the lines of this 
shading, give it a spotty appearance. 

Gffiy rev. Harsh and poor; in the upper left is R^ $nv.; in the 
upper right is Cumano sc. 

Copy. Same d. Bibl. IX. 



55. Rembrandt's Mother, her Hand resting upon her 

Breast. {La mire de Rembrandt^ au bonnet de dentelle,) 

A half length seen in profile and turned to the right ; she 
is seated in a dignified attitude in an armchair; her right hand 
rests on the arm of the chair, the left is placed upon her 
breast ; round her head is a flowered scarf the ends of which 
hang down over her right shoulder, and behind her as low as 
her elbow ; her shadow is cast upon the background to the 
left. Low down on the right is Rh 163 i. 

Dimensions: 5,8 — 5,1 ('148 — '130). 

States: 1st. The shadow on the background rises higher than 
the head ; the ends of the scarf, which hang over her shoulder, 
are plain. [Coll: BM. C. A.1 

2nd. The shadow rises only to the shoulder, and the scarf is 
flowered. [Coll: BM.] 

^rd. In the 2nd State some bold curved lines shade the back 
of the right sleeve, but they do not extend to the scarf, the out- 
lines of which are not well defined. In this State the sleeve is 
a^;aia worked over with strong curved lines, and stands out 
distinctly from the scarf, which is also reworked. [Coll: BM. C. 
P. A. H.] 

Copy rev. Little masses of shadow upon the hair give it a 
wooUy appearance, like the hair of a negress : this copy is in- 
scribed, F, Novellif 1792, No. 32. 



56. Bust of a Bald Man, leaning forward to the 
Right, with his Mouth open. {Buste de vieiUard 
chauvey d tite baiss^e) 

The head is quite bald, and inclined very much forward, 
and with the body is turned to the right ; the light comes from 
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this side, and falls full upon the head and the left shoulder, 
and is seen on the back ; the mouth is open, showing the 
teeth ; the beard is short and bristly. In the left upper comer 
is Rh 163 1. 

Dimensions: 2,7 — 2,2 ('069 — "056). 

States : ist. There is a light spot at the left comer of the 
mouth immediately below the nose ; there is no shading at the 
top of the left shoulder. [Coll : BM. A.] 

2nd. The teeth are concealed by fresh work, a few lines shade 
the top of the left shoulder, and cross-work covers the irregular 
left-to-right lines below it ; the whole of the right breast is 
covered with downward strokes, which are continued to the edge 
of the plate. [Coll : BM. C. P. A. H.] 

3^/. The small space below the nose is worked over. [Coll: 
BM. C. P.] 

Copy rev. Very r^ular cross-work is seen in the shading. 
Above the head, near the top, is, in laigish letters. Rem. It is 
by Danckaerts. 

This has been regarded as a doubtful piece. I feel assured 
that though the variations are not by Rembrandt, the ist 
State is his ; one of the careless studies of this date. Possibly 
he only began the plate, and threw it aside before even the 
head was finished. 



J 67. Bust of a Bald-headed Man with a Large Nose. 

(Buste (Vhomtne chauve^ d gros nez) 

The face is a three-quarters, turned to the right, on which 
side the light comes in ; the head is bald, except for a few 
short hairs behind and above the ear ; the right background 
and the lower part to the left are shaded. In the upper left 
corner is Rh 1631. 

. Dimensions: 2,6 — 2,3 (•066 — '058). 

States : 1st. As described. [Coll : BM. C. P. A.] 
2nd. A wrinkle appears between the eyebrows, and another, 
strongly marked and curved, between the nose and the comer 
of the mouth. [Coll : C] 

^rd. The wrinkle between the nose and the mouth is widened 
by a series of fine short lines, the light on the cheek on this side 
is worked over, and nearly vertical strokes are seen on the neck 
tinder the chin. This retouching entirely alters the character of 
the face. [Coll : BM. C. O. P. A.] 
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Copy rev. of the zrd State, The background and parts of the 
bust and face are covered with veiy regular cross- work. 

Copy rev. The plate, including a clear space at the bottom, 
IS 3 in. ('076) high ; in the middle of the dear space is 1649. 

Copy rev. Above the head to the right is R' 1633. '^^^ ^ 
by Cumana 

The alterations which constitute the yd State are not 
by Rembrandt /^-^-^f^^*-^^ ^^'^^^ ^<i»^^ >t^-^f^5^>r*^, <.^^<3^€^ 

M. Bust of an Elderly Man with a Cap and Robe 

OF Fur. {Homme Agi^ en robe fourrie et bonnet^ 

Head and bust of a beardless man with broad forehead, 
a three-quarters turned to the left and looking downwards ; 
he wears a small fur cap, rising in front ; his dress is edged 
with fur and open in front, showing his vest The background 
is slightly shaded, leaving a space about the head clear. In 
the upper left is Rh 1631. 

Dimensions: 2,9 — 2,3 ('074 — *o58). 

Wilson describes three States, but as he defines them as ' not 
much worked,' ' more worked/ and ^ still more finished,' we may 
suppose he had not himself seen them, but borrowed his descrip- 
tion firom Bartsch. I have seen twenty-eight impressions, and 
carefully noted the variations. 

States: 1st. As described, the shading from right to left on 
the right shoulder is parallel to the oudme of that shoulder and 
to the fiir bolder of the dress. [Coll : BM. P. A.] 

2nd, A diagonal right-to-left shading covers and nearly con- 
ceals the lines parallel to the shoulder ; some nearly honzontal 
shading crosses the cap ; an uniform diagonal right to left covers 
the face fix>m nose to chin. [Coll : BM. C. P. A. H.] 

yd. Very coarsely rework^ ; a small light space which was 
seen at the side of the nose is gone. [Coll : BM. H.] 

Copy. Same d. by Deuchar 3^1 — 2,8 ('079 — '07 1). The 
eyebrows and a wrinkle between them make a circular mark at 
the top of the nose. A riband and medal are seen upon the 
vest. 

Copy rev. Above the head is Rembrandt 1633. The eyes 
look straightforward. 

Copy rev. and enlarged Below is Docteur Fauste^ etc. 



69. An Old Man wearing a Calotte edged with 

Fur. ( Vieillard d barbe carrie et trh-haut front) 

The head is a three-quarters, turned to the right, and 
shaded on the opposite side ; the eyes are directed down- 
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wards ; the cap is of singular form, like a calotte edged with 
fur ; the dress is also bordered with fur ; the background is 
only slightly shaded above the right shoulder. In the upper 
left corner is Rh followed by two figures of a date which are 
not easy to decipher. Date assumed^ 1631. 

Dimmmns: 3,4 — 2,9 ('087 — '074). 

States: ist. This is little more than a sketch, the condition 
probably in which Rembrandt left the plate. [Coll : A.] 

^nd. The plate is reduced, and measures 3,0 — 2,6 ( '076 — '066). 
The bust and head are coarsely finished ; the few impressions I 
have seen are badly printed, and have a poor effect I should 
not hesitate to reject the piece if the sketch described as the 
ist State did not exist [Coll : BM. P. A. H.] 



60. Bust of a Man, turned to the Left, with an 
ACTION OF Grimace. {Homme faisant la moue.) 

The face is nearly in profile, turned to the left, the fore- 
head is rounded, the beard short, thick, and curly ; the lips 
projecting forward as if making a grimace ; the dress is edged 
with fur and fastened with a button in front The background 
has a shading on the left which gradually diminishes upwards. 
Date assumed, 163 1. 

Dimensions: 3,0 — 2,4 ('076 — •061). 

States: ist. The forehead is shaded with very irregular work, 
the upper border of the cravat is partly unshaded ; the outline of 
the short curly beard from the mouth downward and from thence 
to the ear is rounded ; the shading of the background on the 
left is confused with the bust [Coll : BM. A. H.] 

2nd. Distinct cross-work shades the forehead, the white 
space on the border of the cravat is worked over, cross-work 
strengthens the shading on the right and below the chin and 
ear. The outline of the beard from the mouth downwards, and 
from thence to the ear, forms a right angle, and a shading in the 
lower left outlines the bust FCoU : BM. P.l 

^rd. The whole is reworked, regular parallel left-to-right lines 
cover the background. This work is of comparatively recent 
date. [Coll: BM.J 

The 2nd State of this print betrays such inferior work 
that amateurs who do not know the ist have ascribed it to 
Lievens ; but the variations which mark the 2nd, and still 
more the 3rd States are evidently by an inferior and probably 
a much later hand, A fine impression of the ist State is in 
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the collection of the Duke of Bucdeugh ; it bears the inscrip- 
tion P. MarUtti^ 1672, probably the date when the 2nd State 
appeared. 

61. Head and Bust, upright, with Bushy Beard. 

( Vieillard d barbe et chevetix frisis^ 

The face is a three-quarters, turned to the left ; the head, 
which is held upright, is covered with curly hair, and the 
forehead is wrinkled ; he has a moustache and short bushy 
beard ; his dress is a cloak, unshaded on the left ; a few right- 
to-left diagonals are seen m the lower left background. In 
the upper left is Rh 163 i. 

Dimensions: 2,1 — 1,8 ('053 — '046). 

States: \st Before the monogram and date. [Coll : C] 
2nd, With the monogram and date. [Coll : C. P. A.] 

This doubtful print is very rarely met with. I only know 
four impressions. It has always been attributed to Rem- 
brandt, and as the signature resembles his work I have 
retained it 



62. Bust of an Old Man with a Long Beard. 
( Vieillard d grande barbe et au front ride) 

A fine head uncovered, the forehead bald and wrinkled ; 
the hair stands up upon the crown. The face is a three- 
quarter, looking downwards and turned to the right; the 
bust, in the same direction, is only slightly sketched on that 
side, but the shoulder and back are covered with work ; the 
light comes from the right, the shadow on the left rising as 
high as the shoulder. On the right, about an inch from the 
bottom, is Rh 1631. 

Dimensions: 4,7 — 4,6 ('120 — *JiB). 

States: 1st, As described; the plate is uncleaned, and in 
some places spotted. [Coll : BM. C P. A.] 

2nd. The plate is reduced, and now measures 4,7 — 4,2 
(•120 — 'loS). The last figure of the date is cut away. There 
are marks of rework, especially on the cheek and side of the 
face. [Coll : BM. C. O. P. A. H.] 

Cofy. Same d 5,2—3,7 ('133 — '094). There is a ragged 
hole upon the shoulder, which will help to distinguish this copy 
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(^'rAt I. fig. 3.) The shading behind the bust, in the original^ is of 
cross-work up to the level of the shoulder; in the copy it is 
formed of descending lines from right to left, which rarely touch 
or cross each other. 

The authenticity of this piece has been doubted, it has 
even been attributed to Bol, in which case it must have been 
executed at least ten years later than the date it bears. I do 
not myself doubt the print, but believe it has here its proper 
place among Rembrandt's earlier Studies. 



63. An Old Man with a Large Beard; a square 
Plate. ( Vieillard d barbe pointue^ les cheveux hhissis^ 

The bust is placed somewhat to the right, but the face is 
a three-quarters to the left, and shaded on that side ; the 
beard is long and broad, and finishes in points ; the forepart 
of the head is bald, but the hair, which is curly, stands up 
upon the crown ; the eyes are directed downwards ; the dress 
is plain. There is a little shading in the background on the 
left above the shoulder, and in the 2nd State, in the upper 
corner on the same side, very faintly engraved, is Rh 1631. 

Dintmsions : 2,6 — 2,6 ( '066 — '066). 

States: 1st. The plate-edges are rough and soiled ; the 
lines which shade the right shoulder are curved at the top to 
show its roundness, and are then made to descend vertically. 
[Coll: BM.] 

Upon the impression in the British Museum, in the upper left 
comer, is read Rh 1631 ; this is not engraved but written, and 
the shape of the figures is not the same as in the 2nd State. 

2nd. The plate-edges are smooth and clean ; the shading on the 
shoulder is as before ; below it left-to-right diagonals cross the 
verticals, and a right-to-lefl diagonal deepens the shading behind 
the shoulder. The monogram and date are introduced [Coll : 
BM. C O. P. A. H.] 

Copy rev.; very good Without the mono^m and date. 

Copy Tty. 2,6 — 2,4 ('066 — •061). The hues are tremulous 
and weak. 



64. Man with a Large Beard and Low Fur Cap. 
( Vieillard d barbe blanche et bonnet dpoil) 

This is nearly a full face, but turned a little to the left ; 
the beard is white, broad, and long ; on the head is a fur cap, 
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placed partly on one side ; the background is very slightly 
shaded in the lower left Date assumed^ 163 t. 

Dimensions: 2, 5 — 2,1 ("064 — '053). 

States: 1st. The work does not quite reach either the lower 
ed^e or the ri^ht side of the plate ; the edges are irre^lar and 
soiled; the line of the cap across the forehead is faintly 
expressed as if here the acid had failed [Coll : BM. C] 

2nd. The work is carried to the lower edge and the right side 
of the plate ; the line of the cap across the forehead is sti^sngth- 
ened, noticeably above the left eyebrow, with short, deep hori- 
zontals. [Coll : BM. C. P. A. H.] 

C/?fiy rev. The cap is darkened with shading which has a 
right-to-left directioa 

Impressions are always faintly printed, the plate having 
been insufficiently bitten. 



65. An Old Beggar seated with a Dog by his Side. 

( VieuJtf mendiant assis et son chien.) 

He is sitting on a low bank on the right side of the print 
and turned towaros the left ; his head is uncovered ; he has a 
ruff round his neck, his cloak is large and patched, the toes of 
his lefl foot are seen through his shoe and his leg appears 
bands^ed; he is warming his hands over an earthen pot 
placed upon his knees ; a little rough dc^ is by his right side. 
In the lower right comer is Rh 1631. 

Dimensions: 4,3 — 3,2 ('iio — 'oSi). 

[Coll: BM. P. A. H.] 

The monogram looks more like the letters Pl. 

I long regarded this print as something more than 
doubtful ; I should not now admit it but that I think it forms 
one of a group of prints which were all more or less injured 
l>y mismanagement with the acid. 



66. An Old Woman in a Cottage. (The Onion 

Woman.) {La femme aux ognons^ 

Represents an old woman seated, and turned towards the 
left. She is very much bent together; her hands are clasped 
and her elbows rest upon her knees; her feet are placed upon 
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a chauflerette, the left foot is bare ; behind her appears a 
roughly made wooden door, and on the wall to the left hangs 
a string of onions. In the upper right is Rh 1631. 

Dimensions: 4,9 — 3,2 ('124 — '081). 

States: 1st The plate measures j,o — 3,5 (-128 — '089). The 
monogram and date are wanting. [Coll: A. H.] 

2nd, The plate is reduced, and the monogram and date are 
added [CoU: BM. C. P. A. H J 

Copy in rev. Attributed to Lievens, but it is a much more 
recent work. 

Wilson in rejecting this print has unfortunately attributed 
it to Lievens ; I say unfortunately because, misled by his 
decision, 714^ Onion Woman has been generally accepted, 
at least by English amateurs, as an almost typical example 
of Lievens* work, and has thus tended to bias their judgment 
when criticising the doubtful and inferior technic which con- 
tinually appears in the later, and in some cases in the earlier 
States of Rembrandt's prints. If the student will acquaint 
himself with the peculiarities of technic which Lievens* 
acknowledged prints exhibit, he will find that they show a 
thinness, a comparative weakness, and a certain closeness of 
work which is unlike the handling of Rembrandt. M. Charles 
Blanc — and there is no critic whose opinion on this matter is 
more entitled to respect — pointed this out in special reference 
to the print before us ; he says, ' Ajoutons que la mani^re fine 
et maigre de Lievens, ses travaux serr^s, ne s'accordent pas 
le moins du monde avec ces hachures hardies trac^es d'une 
main libre, sftre et vigoureuse.' He would allow a certain 
resemblance to Van Vliet, but reminds us that if The Onion 
Woman is rejected, many other of Rembrandt's earlier prints 
(ex. gr. Lazarus Klap^ No. 72) must also be discarded. I do 
not hesitate to attribute this print to Rembrandt, and believe 
that, like many others, it owes its apparent coarseness of 
execution not to the work with the needle, but to mismanage- 
ment in the after treatment of the plate, which was suffered 
to remain too long in the acid ; the result was that it became 
overbitten, and thus whatever excellence the original design 
may have possessed was partially destroyed. 
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67. An Old Woman wearing a Dark Headdress 
vntTH Lappets. ( Vieille au capuchon) 

A head three-quarters to the right, the light comes from 
the left ; over a white cap which crosses her forehead she 
wears a hood of some thick material like short coarse fur, 
which falls on her shoulders like the headdress of a nun. The 
fur which borders her dress rises high at the back of her neck, 
but leaves her dress open in front ; a band passes round her 
neck ; a little shading is seen on the right opposite the chin. 
In the upper left comer is Rh 1631. 

Dimensions: 2,5 — 2,1 ('064 — '053). 

States: 1st The neckband, and habit shirt immediately below 
it, are unshaded; the hood, where it falls on the right shoulder, 
is only slightly worked with short hatchings and lines from left 
to right which do not reach its oudines ; there are no verticals 
in the shading of the dress upon the breast below the fur. [Coll: 
BM. P. A.] 

2nd. The hood Is closely worked over, and vertical lines 
appear in the shading upon the breast [Coll: P. A.] 

^rd. The neckband and habit shirt are now shaded. [Coll: 
BM. C P. A. H.] 



68. A Woman in a Veil; the lower Part of the 
Plate an irregular Oval. {Femme d la guintpe.) 

A three-quarters face, turned to the right and shaded on 
that side ; the head is covered with a kind of turban, from 
which a band hangs loosely round the neck and under the 
chin; the lower part of the bust is finished in an irregular 
oval with a clear space of half an inch below it to the edge of 
the plate ; the background is slightly shaded upon the right 
and above the head, while upon the left are two staight lines 
extending from the top to the shoulder, crossing each other. 
Date assumed^ 163 1. 

Dimensions: 2,8 — 2,8 ('071 — "071). 

States: 1st As described [Coll: BM. A.] 

2nd, The plate is reduced, it now measures 2,8 — 2,2 
(•071 — '056); there are no variations in the technic. [Coll: 
BM. C. O. P. A. H.] 

Copy rev. Very indifferent 

Copy rev. Harshly executed ; the shading on the dark side 



I 
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of the face is of very regular, descending lines parallel to the 
nose ; in the space below is R^ inv, Cumano, sc. This copy also 
appears as a counterproof, Le. in same d. as the original 



69. Head and Bust, the Head nearly filling the 
UPPER Right of the Plate. {Profil d barbe droite 

et bonnet) 

Head and bust of a man in profile to the right ; the head 
is placed in the upper right of the plate. He wears a cap, 
has short hair, a short thick beard, and a cloak or mantle of 
which the cape falls back over the shoulders ; near the upper 
left is Rh 163 1. 

Dimmsions: 1,9 — 1,5 ('048 — '038). 

[Coll: BM. P. A.] 

A very doubtful print, hardly deserving a place even 
among this group of careless studies. 



70. A Beggar in a Ragged Cloak in the manner of 

CalLOT. {Gueux d manteau dichiqueti) 

He wears a curious pointed cap without a crown, his coat 
is ragged, hanging in strips ; he is in profile walking towards 
the left, his stick is seen in the space between his legs. The 
background, along the left and top, is irregularly shaded, 
mostly with short hatchings. Low down on the left is Rh 
1631. 

Dimensions: 3,3 — 1,5 ('084 — '038). 

States: 1st. The lower part of the face and of the neck are un- 
shaded, as are also the back of the right leg below the knee, and 
the shoe ; the fold of the cloak, where its outline touches the 
stick, is white. [Coll: BM. C. P. A. H.] 

2nd. The face is wholly shaded with diagonals from right to 
left; the right leg and the shoe are shaded with single lines, the 
fold of the cloak, where its outline touches the stick, is shaded. 
[Coll: BM. C. P. A.] 

^rd. Cross lines are seen upon the face and upon the fore part 
of the shoe. [Coll: BM, A.] 
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71. Small full-length Figure of a Beggar in a 
Large Cloak, ( Vitiliard sam barbe.) 
He is turned to the right in a half sitting posture, though 
what he rests gainst does not appear. He wears a soft cap 
depressed in the middle, and a long cloak in several folds 
with a collar of coarse fur ; his left hand is slightly raised, and 
his fingers point towards the ground in front ; his shadow is 
seen on the left for^raund. At the top to the left is Rh 1631. 

Dimtnsions: 2,5 — 1,6^-064 — 041), 

An outline of this figure will assist in defining 
the States. 

The Drapery is thus disposed: 

The fold A hangs a little lower than his waist. 

The fold B separates into two about the level 
of his knee, the right outline cutting the out- 
line of the left leg. 

The fold c is behind this. 

The fold D is the fall of the cloak to the left, 
cut by the plate edge. 

Staies: 1st. d is shaded only by a few irre- 
gular lines; the background is soiled and the 
plate edges rough; the fur at the back of the neck only extends 
over the fold A [Coll: P.] 

and. The fold d is now covered with coarse work which is 
seen to extend over the lower part of the fold c [Coll: BM. C. 
P. A. 

3/0. The fold c is shaded ; the fiir at the back of the neck 
extends over a and B. [Coll : P. A.J 

\th. The fold B is shaded; verticals and a narrow series of 
diagonals, left to right, are seen to the right of a, and are con- 
tinued downwaids on the trouser ; the back of the right teg is 
also shaded. [Coll: BM. C. P. A. H.] 

^th. The fold A is shaded, and additional work shades the 
other folds. [Coll: P.] 

Wilson has followed Bartsch in describing a ist State, in 
outline, before the signature and date, on a plate measuring 
3 in. by 2 in. ; and also a 2nd State, distinguished only by 
some shading in the background. I have failed to find these 
States or recognise any others than those above described, 
but that these earlier States have existed is not improbable. 
The print is one of those which show careless and hasty 
execution, and is only found in many States because it fell 
into other hands. The occurrence of these variations upon a 
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plate so insignificant is very strong evidence in favour of my 
assertion that Rembrandt himself rarely altered his plates. <^^o-te 

^' r** ^ y ,^ 

72. Lazarus Klap ; or the Dumb Beggar. {LeL/preux,) 

He is seen in profile turned to the left, sitting on a small 
hillock and leaning forward^ with his staff between his l^^s ; 
in his right hand is a kind of Castanet made of flat pieces of 
wood, which when shaken strike together and make a noise 
to attract attention ; on his head is a high fur cap ; his cloak 
has three stripes along the bottom. At the top of the plate, 
to the left, is Rh 1631. 

Dimensions: 3,7 — 2,5 ('094 — "064). 

States: 1st The single impression I have seen of this State 
is printed on the back of an impression of Two ^^ars, a Man 
and a Woman, side by side. No. 13. The only shading is upon 
the front of the cloak and upon the right arm, where a few coarse 
lines appear; the folds of the cloak are scarcely defined. The 
impression measures 4,0 — 3,0 ('102 — '076). [Coll: P.] 

2nd, The plate is 3,7 — 2,5 (094 — '064); the left foot is rather • 
more than -^ ('006) from the lower plate edge; the side of the 
cap, the face, and the neck are white ; the cloak is only shaded 
along the front, in the folds near the bottom, along the edge of 
the turaed-back border, and upon what looks like a ragged arm- 
hole; the bank on which he sits is not shaded at the top. 
Beneath the right arm is a place where the acid has failed The 
monogram and date are added. [Coll: BM. H.l 

^rd. The failure in the acid is corrected. [Coll: P. A.] 

4/A. The face is shaded with a vertical, a right-to-left diagonal, 
and in front by a horizontal line; the neck remains white, the 
shading, which looked like a ragged armhole, is burnished out 
[Coll: C] 

5M. The plate is reduced at the bottom to 3,5 — 2,4 ('089 — 
*o6i); the foot comes to within -^ of the lower plate edge; the 
neck is shaded. fCoU: BM. P.] 

6th, The tumea-back fold of the cloak from behind the neck 
downwards is worked upon, the bank is harshly shaded through- 
out, and the plate is slightly reduced. [Coll: BM. C P. A.] 

Copy, Same d., W. J. Smith; may be recognised by the 
neatness with which the shading is executed. 

Bartsch tells us that in earlier times a leper, called in 
Holland * A Lazarus,* was compelled to carry a castanet or 
* Klap,' which he should shake to warn the passers by, but 
that in his day it was used by deaf and dumb beggars to 
attract attention. 
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78. Two Venetian Figures. {Deux figures vMitiennes,) 

Two men, wearing long cloaks, with high caps on their 
heads, are seen in profile walking side by side and in step, 
from left to right ; their stockings have fallen down, they lean 
forward as they walk, and look more like escaped galley 
slaves than honest men. Date assumed^ 1631. 

Ditnensunu: 3,7 — 2,3 ('094 — '058). 

States : 1st An unfinished etching ; the men's legs are com- 
' pleted only to the knee. I have not yet seen this impression, 
which, so far as I know, is only to be found in the collection at 
the Albertina Museum at Vienna.' M. Charles Blanc in his 
remarks upon this print expressed his belief that an impression 
in pure etching would be found ; the discovery of this ist State 
at Vienna happily confirms his opinion. 

2nd. The figures are completed as described. [Coll: BM. 
P. A,] 

Copy : Same d, by W. J. Smith. The shading is much more 
regular than in the original ; the embroidered marks on the 
sleeve of the figure to the left form the very distinct letters 
P. C. 

Doubts have been expressed as to the authenticity of this 
print I have no hesitation in ascribing it to Rembrandt 
The figures are very spirited and life-like, and their con- 
strained action is that of men who have worn chains and are 
not yet accustomed to freedom. 



74. A Beggar with a Crippled Hand, in the manner 

OF C ALLOT. {Gueux dans le go&t de Cdllot^ 

Seen in profile turned to the right and extremely ragged ; 
he wears a high cap, of which the crown and part of the back 
are gone, but it rises and is pointed in front ; a long cloak 
falls nearly to his knee ; his right hand, apparently crippled, 
is supported in a sling ; the other hand, unseen, holds his 
stick; his knees are a little bent, and his back rounded. 
Date assumed^ 163 1. 

Dimensions: 3,8 — 1,7 ('098 — '043). 

States: ist. The shadows are only expressed by single lines, 
except on the right thigh ; the hanging sleeve of the cloak, which 

> Henr Thausing, the Director of the Albertina, has kindly sent me a list of 
the Rembrandt etchings in his care, bat it has arrived too late for insertion. 

F 2 
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falls in two folds like a double sleeve, is unshaded. [Coll : 
BM. C. O. P. A. H.] 

zfiiL The plate is cut away at the bottom, so that its edge 
nearly touches the sole of the foot ; that fold of the sleeve which 
is to the left is shaded with strong downward lines. [Coll: 
BM. C] 

Both Wilson and Blanc have described a State, before the 
plate was cut, in which the shadows are expressed by cross lines. 
I have seen many impressions, but have not found diis State. 

3n/. The plate is cut away at the top ; it is now 3,^ ('089) 
high ; the cap is lowered and rounded ; the shaded foldf of the 
sleeve is so worked over with diagonals right to left that its out- 
lines are lost, and it can no longer be distinguished from the 
cloak. [CoU : BM. C. P. A.1 

Copy : Same d. of the sra State. It may be at once recog- 
nised by the very careful acctu^cy of the shading. It is by 
W. J. Smith. 

75. A Beggar Woman with a Leathern Bottle. 

{Lafentme d la calebasse.^ 

She is seen partly from behind, turned to the left and 
leaning forward ; her face is in profile, and her left hand 
raised towards her mouth ; she wears a flat hat tied under 
her chin, and behind her hangs a leathern bottle ; her clothes 
are very ragged ; below is a clear space ^ in. ("005) deep. 
Date assumed^ 1631. 

Dimensions .• 4, i — 1,8 ('los — '046). 

States : 1st The plate is of irregular form, with ragged edges ; 
there are no cross-lines on the shadow thrown by the figure 
upon the ground to the left [Coll : A.] 

2nd. The plate is cut straight and the edges smoothed ; cross- 
lines appear in the shadow of the figure. A line is drawn 
horizontally at the bottom of the plate marking off the clear 
space. [Coll : BM. C. O. P. A. H.] 

This very coarsely executed print is somewhat doubtful. 
I only retain it because it resembles others which cannot very 
well be rejected ; like them, the plate has been overbitten. 



76. A Beggar sitting in an Elbow Chair. {Gueux 

assis.) 

He is turned to the right, and seated in an elbow chair 
with a high back, on the arms of which he rests his elbows, 
his hands being joined together before him ; his head is bare ; 
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the arm and back of the chair are lightly shaded, apd a 
shading extends to the top on the leil side. Date assumed^ 
1631. 

Dimensions: 4,5 — 3,1 ('iiS — '079). 

[Coll: BM. O. AJ 

Copy, Same d, Bibl. IX. 

A pencil sketch for this print, in rev., is found in the col- 
lection at Haarlem, signed and dated Rh 1631. 



77. A Man with a Short Beard and Embroidered 

Cloak. {Buste d^homme d botinet faurri et manteau 
brod^.) 

This is a half-length ; the body is turned to the right, but 
the face is seen in front ; the beard is short and rough, the 
head is covered with a high fur cap, and the body with an 
embroidered cloak, with collar and edging of short fur ; the 
shadow falls on the background to the left as high as the 
shoulder. On the same side, towards the top, is Rh 1631, 
though it is not very legibly engraved. 

Dimensions: 5,7— S»i ('i45 — ''3o)- 
States: 1st. The hand, which looks like a left hand to a right 

arm, is seen coming from under the cloak ; the monogram and 

date are wanting. [Coll: A.1 

inif. The monogram and date are added. [Coll: BM. C. O. 

P. A. H.] 
^rd. The hand and arm are taken out [Coll: BM. P. A. H.] 
4/A. The plate is cut away at the right, and measures 5,7 — 4,9 

(•I45_i25). [CoU: BM. C P. A.J 

Cqfy. By De Claussin. I do not know this copy. 

It is possible that the ist State described may have been 

printed without the monogram and date, not that it was really 

wanting upon the plate; there are other instances of such 

omission ; still, as it appears never to have been there, £ allow 

the State to remain. 



v^ 78. The Blind Fiddler. (Aveugle jouant du violin) 

A little figure of a beggar man standing towards the 
right, and led by a dog which resembles a Skye terrier. He 
wears a high fur cap, and has a ragged cloak hanging from 
his left shoulder ; he is playing on a fiddle, holding the bow 
in his left hand. In the left backg^und an old woman is 
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seen entering a cottage, near which is a tree. In a clear space 
below the subject, a little to the left, is Rh 163 i. 

Dimensions: 3,1 — 2,1 ("079 — '053). 

States: isi. The narrow outer fold of the cloak along the 
back of the figure is unshaded ; the next fold to it is only partly 
shaded. [Coll: BM. C P. A, H.] 

2nd, Both the folds are shaded. [Coll: BM.] 

3«/. The whole figure is harshly reworked, mostly by very 
regular lines ; on the skirt they are downward, on the upper 
part of the cloak they are from left to right, gradually becommg 
horizontal below, etc. This shading was not executed by 
Rembrandt [Coll: BM. C. O. P. A.] 

Copy rev. In the upper right corner is No. 38 ; it is by 
Noveik 



79. The Little Polander. {Petite figure Polonaise) 

Seen in profile and turned to the right ; he wears a turban 
from the centre of which rises a feather ; his right hand is 
resting on the hilt of his short sword, and in his left hand he 
holds a cane, The edges of the plate are soiled. In a clear 
space below is Rh 1631. 

Dimensions: 2,3 — 0,8 ('058 — •020). 

[Coll : BM. P. A.] 

Copy, Same d. The shading is stiff and regular; below the 
left wrist are three very short, harshly executed and parallel right- 
to-left diagonals ; three regular lines also shade the right heel ; 
by De Claussin. 

Copy, Same d. Is more deceptive, being etched with a finer 
point. In the original the skirt of the Polander's doublet, which 
hangs behind over the sword, is shaded by irregular descending 
lines ; in the copy these lines are in pairs, leaving three narrow 
and regular white spaces between them. This copy, which is 
nearly as rare as the original, is, I believe, also by De Claussin. 

Of this little print I have only as yet met with five im- 
pressions, two of which are in the British Museum ; one, the 
gift of the late Chambers Hall, Esq., the other acquired by 
purchase. Of course, for so rare a print the competition has 
been keen. At the Hibbert Sale, in 1809, it brought ;f 10; 
the same impression at the Pole Carew Sale, in 1835, was 
knocked down for £$i, passing into the Verstolk Collection ; 
in 1 85 1 it realised only £2^ 15^., a price which was still out 
of all proportion to its merits. 
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80. A Beggar standing to the Left, a small upright 

Print. {Petit gueux debout.) 

He wears a large fur cap ragged at the top ; is seen nearly 
from behind, and turned towards the left ; his knees are 
slightly bent and his hands rest on a staff; a pouch hangs from 
his waistbelt in front. Near the top on the right, faintly en- 
graved, is the monogram Rh. Date assumed^ 1631. 

Dimensions: 1,7 — 0,8 (-043 — '020). 

[Coll: BM. C. P. A. H.] 

Copy rev. by De Claussin. Being very lightly etched it might' 
pass for a counterproof ; the upper part of the pouch is shaded 
with cross- work in the copy; it is not so shaded in the original 

This is the smallest print we have which is attributed to 
Rembrandt. M. Charles Blanc very truly says of it that its 
rarity is its only charm. The impression at Paris has some 
slight variations, which perhaps point to another State, and 
the signature appears to be Rh in. I think it a very doubt- 
ful piece, but, as it has always been assigned to Rembrandt, 
I retain it here. 

8L Small Head with a High Misshapen Cap. (Esclave 

d haut bonnet) 

A small head and bust placed on the right side of the 
plate ; the face is a three-quarters turned to the right ; the 
bust, which is only sketched, is to the left ; the cap is very 
high and of irregular shape, with indented outline and turned 
up at the side with fur; it touches the plate edge on the right 
side. Date assumed^ 1631. 

Dimensiotis: 1,5 — 0,9 ('038 — '023). 

States: 1st. The shading on the right side of the cap does not 
reach the top; a white space is seen on the fiir. [Coll: BM. 
O. A.] 

2nd. The whole front of the cap is shaded very nearly to the 
top. [CoU: BM, P. A. H.] 



82. Sketches with a so-called Head of Rembrandt. 

{Griffonnements lagers avec la tite nue de Rembrandt^ 

It is on turning this print so that the head, which is called 
that of Rembrandt, is sideways, that we see the first sketches 
made upon the plate. On the left is the figure of a woman 
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in profile turned to the left, wearing a cloak with hanging 
sleeves ; she holds a basket with both her hands, and before 
her stands a child, seen from behind. Above at the top of the 
plate is a slightly sketched head of a man, and in the left 
lower comer is Rh 1631. Turning the print we have, a little 
to the right, a head somewhat resembling Rembrandt, but 
with thin hair, and, as Dr. Strater justly remarks, with the 
appearanc*e rather of a man of some sixty years of age, without 
Rembrandt's bright eye and artistic bearing. At the left of 
this head is part of the figure of an old man seen in profile 
turned to the left, wearing a high cap narrowing towards the 
top ; at the buttonhole of his cloak hangs a hat, which he 
supports with both hands as if to receive alms. 

Dimensions : 3,6 — 4,4 ( '09 1 — '113). 

[Coll: BM. C. O. P. A. H.] 
Copy by De Claussin. 

Copy referred to by Dr. Strater. I do not know either of 
these. 

Copy. Same d., Bibl. IX, 

In the Rembrandt Exhibition of 1877 this small sheet of 
sketches was placed under the year 165 1 ; the figures are, how- 
ever, undoubtedly 1631 ; the impression, contributed by the 
late H. Danby Seymour, Esq., though a very fine one, did not 
show this date so clearly as do some others which I have seen. 
From its very position upon the plate it is evident that this 
date has no relation to the so-called Head of Rembrandt^ but 
refers to the sketches first described, the old beggar-woman 
and child, which are placed immediately above it ; these two 
figures belong to Rembrandt's earliest time, but certain lines 
of shading seen upon them were put there afterwards when 
the head was executed. 

This head does not resemble any one of the known Por- 
traits of Rembrandt ; the nose is smaller in proportion to the 
mouth, which again differs in shape and expression from the 
same feature in the Studies ; the hair too is comparatively 
sparse and thin. Dr. Strater of Cologne has suggested that it 
is the likeness of Rembrandt's father. But the technic of this 
head is of so much later date that if it is a likeness of Harman 
Van Rijn, it was etched when he was no longer living. 
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83. A Sheet of Sketches afterwards divided into 

FIVE. (Griffannements d cinq tites et demi-figure.) 

A leaf or sheet of sketches containing the five heads 
described Nos. 84-88, together with a sixth head, lightly 
sketched, and the head of a cat, which do not appear again on 
separate plates. In the middle at the top is Rh reversed. 
Date assumed^ 163 1. 

Dimensions: 3,9 — 4,7 ('099 — '120). 

States: 1st, As described, only one impression is known. 
[Coll: PO 

2fid, Ine plate has been lowered and divided. The part to 
the right measures 3,4 — 3,1 ('087 — '079); it contains only three 
figures, afterwards described Nos. ^6, 87, Z^, [Coll : BM. H.] 
Whether the other part of the plate, which would measure 
3,4 — 1,6 (-087 — '041), and on which were Nos. 84, 85, was 
printed from is not known; no impression from it has yet been 
discovered. 

The plate was then further divided, and each of the five figures 
afterwards described appears on a separate plate. 

From the upper left is No. 84, Bust nearly in profile to the right 
„ lower left „ 85, Bust, a man with aquiline nose. 
„ centre „ 86, A beggar, a three-Kjuarter length. 

„ upper right „ 87, A Turkish slave. 
„ lower right „ Ziy Bust of a man crying out 

The technic of the central figure, No. 86, is of a later date 
than the other work upon the plate. Probably after the first 
sketches were executed the copper was laid aside without 
having been printed from ; some time afterwards it was taken 
up again, and in the vacant space was placed this three-quarter 
figure, and a few impressions were taken. Still later, falling 
into other hands, the plate was again divided, and each little 
sketch appeared as a separate print ; on three of them, Nos. 85, 
86, 88, further variations were executed, creating new States 
which would then have a marketable value. 



84 Bust of an Old Man in Profile to the Right. 
{Petit vieillard chauve^ la bouche entr'auverte.) 

A head and bust turned to the right, the light comes from 
that side ; the forehead is bald, the beard projecting, and the 
mouth slightly open as with an expression of attention ; a 
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little ornamental work appears upon the dress; the back- 
ground is unshaded. Date assumed^ 1631. 

Dimensions: 1,4 — 1,1 ('036 — '028). 

This is one of the pieces from A Sheet of Sketches y No. 83 ; 
it is the head on the upper left. 

States: 1st, As it appears upon the original plate, or upon 
the plate after its first division, there are two patterns of embroi- 
dered work upon the bust. [Coll: BM. P.] 

2nd. From the cut plate ; only the upper of the two patterns 
of embroidered work remains. [Coll : BM. P.] 

Copy. Same d. of 2nd State, The subject does not reach 
the right lower comer of the plate ; three strong downward lines 
are seen on the moustache immediately above the mouth. 



85. Small Bust of an Old Man with an Aquiline 

Nose. {Petit vieillard d nez aquilin et haut bofinet.) 

A small bust, the face a three-quarter to the right, with 
aquiline nose and a slight moustache. He wears a high fur 
cap with a white border across the forehead, and a cloak of 
fur also bordered with white ; his vest is crossed by a broad 
belt or girdle. A left-to-right zigzag shading is seen behind 
the figure to the left. Date assumed^ 1631. 

Dimensions: 1,4 — 1,1 ('036 — '028). 

This is one of the pieces from A Sheet of Sketches, No. ^i, 
it is the head In the lower left. 

States: 1st, As it appears upon the original plate, or upon 
the plate after its first division, [Coll : BM. P.] 

2nd. From the cut plate; the top of the cap reaches nearly to 
the upper border line; the shading behind the figure to the left 
has disappeared. [Coll: BM. H.J 

^rd. Light spaces on the cheek and neck are worked over, 
and the ear is concealed. [Coll : A.] 

4/^. The fur at the back of the neck is now darkened, and 
diagonals right to left cover the cap. [Coll : BM. C. P. A.] 

5/^ Additional strong downward shading appears upon parts 
of the cap and bust. [Coll : BM. P.] 

The variations which distinguish the ^rd and succeeding 
States are of a later time. 
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86. An Old Man seen from behind. ( VieUlard vu par 

le dos) 

This is a three-quarter length, the face in profile to the 
right, the body turned partly round in the same direction ; he 
wears a large fur cap, higher in front, and which has an ear 
piece or flap from which a string hangs down upon his 
shoulder; his hands appear to be resting upon a stick. Though 
of later date than the other sketches upon the same plate, I 
have for convenience placed it with them in the year 1631. 

Dimensions: 2,8 — 1,7 ('071 — "043). 
This is the central piece from the Sheet of Sketches, No. 83. 

States: 1st. As it appears upon the original plate or upon the 
plate after its first division. IJoll : BM. P.] 

2fid. From the cut plate. There is no variation in the work. 
[CoU: BM. P. A.] 

3n/. In the previous States there was an unshaded space at 
the back of the neck, this is now worked over; the curved 
lines at the side of the cap are prolonged to meet the fillet ; 
cross strokes shade what was the light part of the coat and skirt, 
the back of which is darkened by diagonals from left to right 
[Coll: BM. C. P. H.] 

4th. The lines are deepened with the graver ; a series of short 
and fine hatchings appear upon the cheek, extending from the 
ear nearly to the mouth; in worn impressions other additional 
work can be detected. [Coll : BM. C. P. A.] 

Copy rev. of ^rd State, A little projection appearing from 
behind the shoulder like the top of a staff is wanting. This copy, 
a very deceptive one, is by Denoa 

The variations which distinguish the 3rd State were 
probably not executed by Rembrandt, but are the work of a 
later hand. • 



87. A Turkish Slave. {Esclave turc,) 

Head and bust of a young man in profile to the right ; on 
the head is an upright cap without brim, squared, and a little 
wider at the top. He has a slight whisker, and a thin mou- 
stache, and wears a falling ruflf, which is longest in front. Date 
assumed, 163 1. 

Dimensions: 1,5 — 0,9 ('038 — '023). 

This is one of the pieces from A Sheet of Sketches, No. 83 ; 
it is the head in the upper right. 
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States : ist. As it appears upon the uncut plate, or upon the 
plate after its first division ; the upper part of the shoulder is 
shaded with descending lines, and there is a zigzag shading 
behind the back, to the left. [Coll : BM. P.] 

2nd. The reduction of the plate has cut away the zigzag in 
the left background, and the unshaded part of the bust [Coll : 
BM. C. O. P. A.] 

Copy, Same d. By De Claussin. Very regular downward 
lines are seen behind the ear. The plate was cut to resemble 
the 2nd State^ but this shading affords a sufficient distinction. 




88. Bust of a Man crying out, turned to the 

Left. {Juif d barbefris^e^ la bouche ouverte.) 

The face a three-quarters turned to the left ; he has a short 
curled beard, his mouth is open, and he appears to be crying 
out ; he wears a cap with irregular outline, and an embroi- 
dered cloak. Date assumed, 163 1. 

Dimensions : i ,6 — 1,4 ( '040 — *036). 

This is one of the pieces from A Sheet of Sketches, No. 83. 
It is the head in the lower right comer. 

States : 1st As it appears upon the uncnit plate, or upon the 
plate after its first division 3 the shading of the bust on the right 
ends irregularly, the outlines do not extend so low as the orna- 
mental work upon the shoulder. [Coll : BM. P.] 

2nd. From the cut plate ; the outlines extend to the plate 
edge, the firont of the cap is shaded only by single irregular lines, 
a small white space is on the right breast, the shading upon the 
shirt is horizontal and only reaches part way down. [Coll : BM. 
C. A. H.] 

^rd. A few cross-lines, nearly vertical, and left-to-right dia- 
gonals, darken the front of the cap, which is now as deeply 
shaded as the rest of the figure. [CoU : BM, P. H.J 

4M. The lower part of the shirt, white until now, is shaded by 
downward lines. [CoU : A.] 

^th. A diagonal right to left covers the eyes and right cheek, 
the white space on the breast is worked over, the shirt has an 
additional shading of strong downward lines. [Coll : BM. 
C. P. A. H.J 

Copy. Same d. Deeply shaded, the head is somewhat more 
upright An accidental scratch is seen on the bust, from the 
collar half way downwards ; probably by De Claussin. 

In the Amsterdam Collection is an impression on parch- 
ment of the 4/A State ; the parchment has shrunk so much 
that the print is hardly an inch square. This is described by 
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Wilson (No. 301) as a different print ; he had evidently never 
suspected it, but had followed the descriptions of Pierre Yver, 
De Claussin, and Bartsch. M. Charles Blanc was the first 
to rec(^nise it as the same head as the one just described 
(Bibl. VIII. p. 266), and therefore suppresses it. It is im- 
possible to believe that tiie variations which constitute the 
yrd and later States were executed by Rembrandt 



89. A Peasant with his Hands behind him. {Paysan 

d mi corpSf les mains derrihe le dos.) 

A peasant, a half length turned to the right, is seen in 
profile ; his shoulders are high and rounded ; he wears a scanty 
jacket and a sailor's rough fur cap. Near the top to the left 
is Rh 163 1. 

Dimmsums: 2, 3 — 2,0 ('058 — '051). 

States : 1st. As described. [Coll : BM. P. A.] 

2nd. Cross-work is seen at the back of the neck, and from 
thence downwards to the elbow. [CoU : P. A.] 

yd. The nose, which ended in a point, is now rounded ; 
there are a few lines right to left, not seen in earlier States, upon 
the brim of the hat, and additional lines crossing the others 
form a shadow imder the hat and conceal the ear ; cross-lines 
shade the neck, but a space on the side of the throat under the 
ear remains white ; the turaed-back front of the jacket is shaded, 
and cross-lines cover the shading along the back, etc [CoU : 
BM. C] 

^h. The plate has been reworked, a few fine lines fr6m right 
to left are seen upon the white space on the side of the throat ; 
the ear again shows distinctly. [CoU : BM. C. P. A. H.] 

Copy rev. Engraved too neatly to be deceptive ; it is by 
Cumano. 



90. An Old Man with a Large White Beard and 

Fur Cap. ( Vieillard au grand manteau de velours noir.) 

A half-length figure of an old man seen nearly in front, 
but his head turned a little towards the left ; his beard is large 
and white ; he is wrapped in a large loose gown or cloak, and 
wears a fur cap, which casts a shadow upon his face ; he is 
seated in an arm-chair, on which his right elbow rests, so as 
to throw the hand, which is placed in front, into an easy 
hanging position ; his shadow falls on the background to the 
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left as high as his elbow; on the same side above the shoulder 

is Rh^ Date assumed, 1632. | 

Dimensions : 5,9 — 5,1 ('150 — '130). 

States: 1st. There is an irregular shaded space below the I 

hand, the left- to-right diagonals do not reach its outline. [Coll : P.] 

2nd. This space is completely covered with work, the dia- 
gonals, strengthened by interlines, reach the hand. [Coll : BM. 
C. P. A. H.] 

^rd The outline of the cloak at the left of the shaded space 
is now continued to meet the outline which, coming from the 
other shoulder, passes below the fingers of the hand ; and what was 
the lower part of the shaded space, but is now cloak, is worked 
over with harsh verticals ; two small white spaces which were 
seen, one a little below the wrist, and the other about -A^ ('013) 
lower down, have disappeared: see |Jlate I. fig. 5. [Coll: 

BM. C. P. A.] -^-t-*-*-<^-/'-v^ -tv^*^'^-<<»-<rr<>«-«^ ^49^t^ -r^^ r^ ot^t^^J^^-^ 

Copy rev. of the 2nd State. The shading is coarse and hard ; ^* ^z,cU * 
halfway up to the right is Ru/nv. The technic of this copy -^^"^ ^ 
resembles that of Van Vliet. 

From the very careful finish which this print has received, 
there can, I think, be no doubt that it is an actual portrait ; 
elsewhere, Bibl XXXI. p. 6, 1 have suggested that it is a like- 
ness of Rembrandt's father ; and although the dress is rather 
that of a Jewish Rabbi than a quiet burgher, its date, and the 
shape of the plate, as well as the technic, make it a not 
unfitting pendant to the portraits of his mother. 

9L The Persian. {Le Persan.) 

An elderly man, full length, with a large beard, his face a 
three-quarters turned to the left ; he wears a cap of long fur 
with a high feather, his short cloak has a wide fur border, under 
it is an embroidered tunic fringed at the bottom, and open at 
the breast, where there is seen a riband with a medal, his right 
hand rests upon his cane ; in the left background is a slight 
shading, and foliage in the right. Near the lower middle is 
Rh 1632. The 3 and the 2 are reversed. 

Dimensions: 4,2 — 3,1 (-108 — '07 9). 

States: 1st. The plate measures 4,2 — 3,5 ('loS — '089) ; it is 
in pure etching. [CoU : A.] 

2nd. The plate is reduced on the right side, the figure is 
worked upon in dry point and has generally a fine effect ; the 
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earliest impressions are known by the condition of the back- 
ground and the plate ed^es. [CoU : BM. C. O. P. A. H.l 

The plate has fallen into other hands and been harshly re- 
worked ; impressions may be recognised by the coarse shading 
on the head and legs, which now appear darker than the rest of 
the body. In this state the print is not unfrequent, but the 
work is so evidently recent that I have not cared to note its 
occurrence in the large collections. 

Copy rev. The plate is 4,8 ('123) high ; at the bottom is R* 
1632, possibly by Cumano. 

Copy rev. Coarsely executed. The man's whisker on the 
left side is shaded with cross-work. 



92. Rembrandt's Mother, in a Widow's Dress. {La 

mkre de Rembrandt assise, aux gants noirs,) 

The face a three-quarters turned to the left ; she is seated 
in an arm-chair with her hands crossed, and part of a round 
table is seen before her, covered with a cloth ; across her 
forehead, coming nearly as low as her eyebrows, is a veil or 
band of network, a black hood with a white lining falls over 
her head, her fur mantle is trimmed with fur of a finer tex- 
ture, a white standing collar or ruff is round her neck, open 
in front, and she wears black gloves ; a little shading is seen 
in the background to the right. On the left near the top is 
Rembrandt, and below it/. Date assumed, 1632. 

Dimensions: 5,8 — 4,6 ('148 — '118). 

[Coll : BM. C. P. A. H.] 

There are no States ; above the first letters of the signature, 
close to the upper plate edge, is a small thumb pointing upwards, 
which becomes indistinct in the later ithpressions. 

This portrait of his widowed mother was, no doubt, the 
artist's first etching after his father's death, when Rembrandt 
ceased to sign his works with the monogram. See Preface 
and Bibl. XXXI. pp. 2-4. 



93. A Polander; turned to the Left; a Full 

Length. {Polonais portant sabre et bdton,) 

He is nearly in profile turned away to the left, has a long 
moustache, and wears a cap from the front of which rises a 
feather which bends backwards over his head. His sabre is 
suspended by a sword belt which passes over his right 
shoulder, from which also hangs a short cloak ; he rests his 
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hands upon a stick ; a little rising ground and foliage are 
seen in the background to the left Date assumed^ 1632. 

Dimensions: 3,2 — 1,7 ('08 1 — '043). 

States : 1st. The outline of the seat of the trousers is a single 
line ; the shoulder belt, where the sabre hangs, is incomplete, 
the stick is irregularly shaded ; the outline of the distant bank 
as seen between the stick and the man is a double line, above 
which appears some foliage. [Coll : P. A.] 

2nd. The outhne of the seat of the trousers is a double line, 
the outline of the shoulder belt is nearly completed ; this correc- 
tion is in dry point, and early impressions show buir. [Coll : 
BM. C. P.] 

^rd. The bank and foliage between the stick and the man 
have been burnished out, part of the inner line and the shading 
of the stick is erased, and a few diagonals, right to left, cross the 
shading upon the elbow. [Coll : BM . O. P?) 

4M. The print is harshly reworked, the face and the elbow 
are covered with cross-work, the whole shading on the left side 
of the figure down to the boot is deepened. [Coll : H.] 

5M. The stick has now one single line running down it in 
place of shading ; the bank between the stick and the figure is 
represented by a single clear outline, but the foliage is not re- 
introduced. [CoU : BM. P. A. H.] 

6th. The whole figure is very coarsely retouched with the 
burin. I have only met with this State in private collections. 

The plate had certainly left Rembrandt's hands before the 
work which distinguishes the 4/A State was executed, ^-^f^^-t^ 
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94. Head of an Old Man with Dark Eyes. 

[Not described.] 

He is seen nearly full face, has very dark eyes, and is 
looking intently downwards towards the left ; he has a beard 
and moustache, and a little straight hair above a high fore- 
head ; both ears are seen and are prominent The drapery 
is etched without much attempt at form. The left back- 
ground is lightly worked from the shoulder nearly to the top, 
and on the right a little shading is seen half way up the 
plate. Date assumed, 1 63 2 

Dimensions: 3,1 — 2,5 (-079 — •064). 
[CoU : BM.] 

Mr. Carpenter, late Keeper of the Prints in the British 
Museum, attributed this print to Rembrandt, but remarked 
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that the character of the head very much resembles that 
frequently seen in the paintings of the younger Teniers. It 
is a clever study, and I have no hesitation in accepting it 



95. Head of a Bald Old Man, inclined to the 

Left. {Tite d demi chauve, fort baiss^e.) 

A small head and bust, the face a three-quarters turned to 
the left and inclined downwards ; the head is bald in front 
and the beard grizzly; the shoulder on the right is only 
partly shaded with left-to-right diagonals, and the background 
is a little shaded in the lower left Date assumed, 1632. 

Dimensions: 1,7 — 1,7 ('043 — '043). 

[CoU : BM. C. O. P. A. H.] 

Copy. Same d, by Deuchar. The hair and beard, instead of 
being thin, short, and straight, are thick and wavy ; the beard 
ends in pointed locks. 

Cop^ rev. In the upper left is L, G,, in lower left R*. This 
copy is by Le Gros. 

There is an impression of this print at Amsterdam upon 
a leaf of paper, 4,5 — 3,5 (-115 — '089). 



96. Old Man with a Grey Beard, and his Hair 

SHORT AND WAVY. {Vieillard d barbe blanche et 
bonnet d rebord.) 

Bust of a man, a three-quarter face turned to the right, 
bareheaded in the ist State, but wearing a cap in the later 
cmes ; his hair is short and curly, and his beard grey ; he 
wears a cloak edged with fur. The light comes from the 
right ; there is no shading in the background. Date assumed, 
1632. 

Dimensions: The original size of the plate is not knowa 

States: 1st As described. The only impression I have seen 
has unfortunately been cut within the plate lines. It measures 
2,0 — 1,8 (-05 1 — -046). [Coll : B M.] 

2nd, The old man wears a cap with a tumed-up border. 
[CoU : P.] 

yd, Tne plate is reduced, it measures 2,0 — 1,7 at the top, 
1,6 at the bottom. (-051 — '043 and -041..) [Coll : BM. P. A.] 

G 
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I am not very confident as to the position of this print, 
possibly it should be placed a year earlier. The alterations 
which mark the 2nd State show inferior work. 



97. Grotesque Head of a Man crying out. {Petite 

tite d*un homme qui crie) 

This head appears to be that of a beggar or street-singer ; 
he wears a conical cap of rough fur, his eyes are shut, and his 
mouth open as if crying out or singing loudly; the face is a 
three-quarters turned to the right ; the beard is bristly and 
reaches from ear to ear ; the dress is fastened with a button, 
and turned back at the neck. Date assumed^ 1632. 

Dimensions: 1,4 — 1,1 ('036 — •028). 

States : 1st The edges of the plate are rough and soiled, the 
right shoulder is shaded with single lines. [Coll : BM. A. P.] 

2nd. The plate edges are smooth and dean, the right shoulder 
is shaded with cross-work. [Coll : BM. C. P. A. H.] 

Cofy rev. On a larger plate, and the subject enclosed in 
marginal lines 1,4—1,2 (-036— -031). A triangular white spot 
appears within the mouth. 

Copy rev. Probably taken from this copy, since the white spot 
in the mouth is enlarged and disfigures it ; below the marginal 
line is Cumano sc. 

Copy rev. On a plate 2,4— 3,1 ('061 — '079); below to the 
left is 300. 

Copy rev. The right eye is lost in shade. 

Copy rev. Below a marginal line is R* inv. The plate 
measures 1,5 — 1,4 ('038 — '036). By Cumano. 



98. A Grotesque Head in a High Fur Cap, {Profil 

de vieillard grotesque) 

This is a profile to the right ; the nose is turned up and 
flattened at the end ; the head is covered with a high fur cap, 
irregular both at the top and sides, and bound below with a 
crossed strap. The plate is arched at the top ; the back- 
ground is clear. Date assumed, 1632. 

Dimensions: 1,5 — 1,0 ('038 — '025). 

States: 1st The crossed strap round the cap is unshaded; 
the back of the neck, the upper part of the ear, and the shoulder 
are white. [Coll: BM.] 
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2nd. The crossed strap has a few lines of shading ; the 
shoulder is shaded with open left-to-right lines. [Coll: A.] 

yd. Cross-lines shade the back of the neck; a right-to- left 
line shades the upper part of the ear, and covers the back of the 
cap. [Coll : BM. P. A.] 

4M. This shows marks of rework ; the shading on the shoulder 
is very close. [Coll : BM. C. P. A. H.] ^ 

Copy. Same d. of 4M State^ by Deuchar. Strong downward 
lines shade the back of the cap, crossing the right-to-left 
diagonals, which are very regulariy given ; the work is not con- 
tinued to the edge of the plate. 

Copy. Same d. On an oval plate 2,4 — 1,8 (-061 — '046) ; 
below is engraved R* inv.^ Cumano sc. 

Copy rev. On a larger plate ; a projecting shadow is seen 
below the chin \ at the bottom of the print is Rembrandt. 

Copy rev. by Deuchar. The work does not reach the plate 
edge \ regular cross-work shades the back of the cap. 



99. Rembrandt with a Scarf round his Neck. 

{Rembrandt avec une icharpe autour du cou) 

Face a three-quarters, the body turned to the left ; the 
light comes fuU upon the lower part of the left cheek and on 
the left shoulder, the rest of the face and bustare in shade ; 
the head is covered with a flat cap placed very much over the 
right ear ; round the neck is a scarf, the ends of which hang 
down behind ; a small epaulette is seen on the left shoulder, 
behind which the long hair hangs loosely ; in the background 
are a few right-to-left strokes low down on the right, and some 
irregular shading on the left reaching as high as the chin. 
Below the subject is a clear space -f^ ('013) deep, in the 
left of which is Rembrandt/. 1633. 

Dimensions: 5,2—4,1 ('133— 'i^S)- 

States: 1st The plate measures 5,5 — 4,7 (-140 — •119)3 it is 
slightly wider at the bottom than at the top, the cap only is 
finished, and the name and date are wanting. [Coll : A.] 

2nd. The plate is reduced ; the name and date are added. 
[Coll: A.] 

yd. The finished plate as described. [CoU: BM. C. P. 
A. H.] 

Copy rev. measures 4,9 — 3,8 (-125 — '097). The subject 
comes to the bottom of the plate ; the moustache does not hang 
so low as the mouth or extend so far from the cheek as the 
curly hair above it 

Copy rev. By Worlidge. 

G 2 
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I have seen worn impressions of the plate very coarsely 
retouched. I think it not unlikely that the plate is still in 
existence. 

Vosmaer (Bibl. XXXVII. p. 122) describes a portrait upon 
panel at Gotha which resembles this etching, but has the 
head uncovered and a fringed collar substituted for the scarf; 
this will be a repetition with variations' of a picture, also on 
panel, at CasseU and which, being in a reverse direction to 
the print, was probably the original picture from which the 
etching was taken. 



100. Rembrandt with the Bird of Prey. {Rembrandt 

d Foiseau deproie^ 

A half length ; the body is turned towards the left, but 
the face is nearly full ; on the head is a slashed cap with a 
feather, and the dress has ornamental buttons on either side 
and upon the sleeve ; upon the right hand is perched a falcon. 
Date assumed^ i633» 

Dimensions : 5,0 — 3,9 (" 1 2 7 — •099), 

States: 1st. The plate has failed in the biting. This State is 
very rarely met with, and is not in any of the laige collections. 

2nd. Coarsely reworked. M. Charles Blanc attributes this 
completion of the plate to Van Vliet [Coll : BM. P. A.] 

3n/. The whole of the background is shaded by very regular 
horizontals. [Coll : BM. C. H.] 

The 1st State of this plate is the only one in which we 
can recognise the work of Rembrandt ; it was so marred by 
mismanagement with the acid that the impressions are poor 
and ineffective. The rework which is seen in the 2nd State is 
of very inferior character, and that which distinguishes the 
3rd is of recent execution. If I had not seen the ist State I 
should unhesitatingly have rejected the print. 



101. An Old Woman etched no lower than the 

Chin. (TAe de la mire de Rembrandt) 

The head is a three-quarters turned to the right, shaded 
on the left, and wearing a close-fitting hood which allows no 
hair to be seen ; the background is slightly shaded above the 
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shoulder to the left; the work is not continued lower than 
the chin ; above the head is Rembrandt f, 1633. 

Dimensions: 2,5 — 2,3 ('064 — "osS), 

States: 1st. As described [Coll: BM.] 

2nd. The plate is reduced, and now measures 1,7 — 1,6 ^043 
— '041). llie name and date are added, as is also a little 
shading in the left background. [Coll : BM. C. P. A. H.] 

^rd. The plate has been worked with the roulette ; this is 
most clearly seen along the lower edge and upon the chin, where 
it gives a tinted appearance. I do not think this work is by 
Rembrandt, but by the same hand that worked upon the small 
Flight into Egypt, No. 184, [CoU : BM.] 

Copy. Same d., by Cumano. Not deceptive. 

Copy rev. On a larger plate, ^elow is etched in a reverse 
direction Rt Cumano sc. 

Copy rev. The chin is ^ in. ('004) above the lower edge of 
the plate, which is 2 in. (050) high. 

Copy rev. The outline of the nose is a bold continuous 
stroke. I suspect this copy is a recent one. 



102. A POLANDER WALKING TOWARDS THE RiGHT. 

{Figure polonaise) 

A full-length figure seen in profile, turned to the right, 
standing with his legs wide apart and the left knee bent ; he 
wears a high cap which is broadest at the top, and a short 
cloak trimmed along the border with fur ; a large pouch is 
seen at his right side, below which hangs a sword ; his loose 
trousers are ragged at the knee ; a bandage upon his left foot 
allows both heel and toes to be seen. Date assumed^ i633- 

Dimensions: 2,0 — 1,9 (-051 — '048). • 

States: 1st. The plate is irregular and the edges soiled. 
[CoU : BM. C. O. P. A. H.] • 

2nd. The plate edges are cut straight [CoU: BM. C. 
A.H.] 

I do not feel very certain about the position of this little 
print, but its date cannot be very far from that which I have 
assigned to it 
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103. A Skater. {Le patineur.) 

This print represents a man skating from the right to- 
wards the left ; his left foot is raised from the ice; he wears a 
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flat fur cap, and crosses his hands upon a staff which rests on 
his right shoulder. Date assumed, 1633. 

Dimensums: 2,4 — 2,3 ('061 — "058). 

[CoU : BM. C. P. A. H.] 

Copy. Same d. At the skater's girdle is a knife; this is 
clearly defined in the original, in the copy it looks more like a 
brush. I believe this copy to be by Le Gros. It is very 
deceptive, and in one collection which I have examined is 
catalogued as the original print 

Wilson tells us that Gersaint had never seen this print 
when he made his Catalogue, and Pierre Yver described it as 
presque unique ; it cannot, however, be considered very rare, 
since I have met with ten impressions. 



104. Two Travelling Peasants. {Paysan et paysanne 

marcftant) 

Two peasants, a man and a woman, are represented walk- 
ing from left to right ; the woman has a child on her back, and 
supports herself with a staff; the man is on the further side ; 
his hat is flapped, and he carries his stick under his arm. 
Some rudely sketched trees are in the distance to the right 
Date assumed^ 1634. 

Dimensums: 2,5 — 1,9 ('064 — '048). 

[CoU : BM. C. O. P. A. HJ 

Copy, Same d., by Le Gros, who executed this copy at 
Vienna in 1795. The variation by which it is usually distin- 
guished is that in the copy the front oudine of the woman's 
petticoat is not fully expressed. A better marked variation is 
seen in the shading upon the woman's back, immediately above 
her waist In the copy this shading is entirely crossed by right- 
to-left diagonals j in the original these diagonals are only carried 
halfway up. opiate II. iig. 7. 

Copy rev. Novelli, No. 23. 



106. Rembrandt with a Drawn Sabre held upright. 

(Rembrandt au sabre flamboyant) 

A full front-face ; he wears a richly ornamented turban, 
his hair is curly, he has small moustaches but no beard ; in 
his right hand he grasps a sabre which crosses his breast and 



No. zo6 Studies and P or traits. 87 

slopes over his left shoulder. The ermine coUar of his em- 
broidered habit is enriched with a jewelled chain and order ; 
the background is shaded on the left as high as the shoulder; 
on the same side at the top \s Rembrandt f.^ and below it 1634. 

Dimenswns: 4,9 — 4,0 ('i 25 — '102). 

States: \st Upon the right side of the plate are two irregular 
and deeply marked parallel lines; the blade of the sabre is 
continued between thes^ lines ; the add has failed around and 
below the right eye. [Coll : C P.] 

2nd, The plate is shghtly reduced, part of the R in the name 
is cut away, and that part of the sabre seen between the lines on 
the right is burnished out. [Coll: BM. P. A. H.] 

3n/. The defective parts around and below the right eye are 
worked over; the whole print is retouched. [Coll : BM. C P. 
A.H.] 

Copy rev. By Renesse; is marked R 1648. 

I have seen some very fine impressions of the y^d State bright 
and full of colour. In ^is case the retouch was by Rembrandt's 
own hand. 



106. Rembrandt with Moustaqhe and Small Beard. 

(Rembrandt aux trots moustaches^ 

The head only ; a full face ; he wears a soft cap, the band 
which surrounds it being incomplete over the left temple ; his 
hair falls only to the ear on his right cheek (i.e. the left side 
of the plate), but on the other side is abundant and curly. 
The light comes in from the right, the background is un- 
shaded. Date assumed. 1634. 

Dimensions: 2,0 — 1,7 ('050 — '044). 

States: 1st. The right eye is larger than the lef^ so much so 
as to disfigure the face; a veiy small slipped stroke crosses the 
clear part of the lower right eyelid ; this with other minute work, 
chiefly about the right comer of the same eye, has afterwards 
been burnished out [Coll: A.] 

2nd. The eyes are more nearly the same size ; whatever differ- 
ence may appear in impressions of this State is due to a printing 
effect, and as the plate becomes wom this difference is lessened; 
the little slipped stroke has been burnished out, and some 
additional work, not easy to describe, appears upon the hair and 
cap; fine impressions of this state are not always the earliest 
[Coll: BM. C. P. A. H.] 

Copy. Same d. On a smaller plate, made into an octagon 
by taking off the comers; the work is very coarse. Deuchar. 

Copy. Same d. On a plate 6,6 ('168 high). 
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C^y rev. By De Claussin. I do not know this. 

Copy rev. On a plate 5,7 — 4,2 ('145 — 'loS), also by De 
Claussin and used as a frontispiece to his catalogue. He is said 
to have copied it a third time, in rev. 

Copy rev. Had it been in same d. this copy would have been 
very deceptive : above the head is engraved m large characters 
Rembr, There is an impression in the British Museum, below 
which is written in faded mk ' Taken from the Escurial book^ zsA 
in pencil, in the handwriting of the elder Josi, is Vanderlinden, 

Copy rev. Bears the date 1649. 

Copy rev. At the bottom to the right is Remhrandi, I do 
not know to whom to assign these copies, but they are very 
early ones, and it is not unlikely they were executed by Rem- 
brandt's pupils. 

Copy rev. The bust is completed. 

Copy, Same d., Bibl. IX. \ very deceptive. 

This very charming little print is always called a Fortnut 
of Rembrandt ; there is certainly some resemblance, but we 
can hardly accept it as a likeness. 



107. Rembrandt's Wife with Pearls in her Hair. 

{Lafetntne de Rembrandt^ caiffie en cheveux) 

A bust and pleasant rounded face seen nearly in profile, 
turned to the right ; she has earrings and a double necklace 
of pearls ; strings of pearls bind her hair at the back, and in 
front the hair curls over her forehead. She wears a small 
lace-edged shawl, has full sleeves tied at the middle, and a 
short waist The background is shaded about half way up. 
Towards the top of the plate is Rembrandt/,^ and below 1634. 

Dimensions: 3,4 — 2,6 ('087 — '066). 

[Coll : BM. C. P. A. H.] 

Copy rev. To the upper left is Rembrandt imn Amstelodamiy 
to the upper right is W. Hollar fee, 1635, the ^ and Z^ in a 
monogram. 

Copy rev. Very poor, the background harshly shaded with 
regular vertical and diagonal lines. I believe this is by Cumano. 

Copy. Same d, BibL IX. 

I have thought it right to alter the title of this print from 
that given by Wilson, it is so evidently a portrait, or rather 
* Study,' of Rembrandt's wife, .-#t^^4?-^^^^>*^ /cX^^-^^^*'^4x^:>ce^ 
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108. Study of Saskia; called 'The Great Jewish 

Bride/ (Z a femme de Rembrandt^ 

She is seated in an armchair, seen to a little below the 
knee and turned towards the left ; round her head is a string 
of pearls, from under which her hair, long and of beautiful 
texture, falls over her shoulders ; her right hand is resting on 
the ann of the chair in which she is seated ; in her left she has 
a roll of paper ; to the right is a table on which lie other 
papers and books ; the background represents stonework ; 
upon the cloth which covers the table are in reverse the letter 
R, and below it the date 1634. 

Dimensions: 8,7 — 6,6 ('221 — '168). 

States: ist The head and the long and beautiful hair alone 
are introduced, the shadow cast upon the stonework in the right 
background rises as high as the head [Coll: BM. P. A.] 

Wilson writes that he has seen impressions of this State taken 
in a very grey tint, spotty and confused, and producing very 
little effect I have never yet met with one, but have no doubt 
they exist; there are similar grey impressions of other important 
prints; for instance, there is one at Amsterdam of the 1st State 
of the Hundred Guilder, and five at least are known of the Portrait 
of Lutma : they were produced by passmg a sheet of paper over 
the plate after an impression had been taken off, possibly to test 
the condition of the plate. 

1 have seen nine impressions of this State. I find them 
printed in somewhat differently toned ink, some being of a 
greyish, others of a brownish tint ; none are so brilliantly printed 
as are the impressions of the later plates, but for punty and 
perfection of work there can be no doubt that this xst Siate of 
the plate is to be preferred; when the ends of the hair are lost 
and the incidence of the light is changed, much of the original 
beauty of the print is gone. 

2nd, The place is finished ; the hands and sleeves are lightly 
shaded; the whole disposition of the stonework is altered 
and the shadow of the figure fidling upon it only reaches to the 
shoulder. [Coll: BM. A.] 

yd A diagonal firom r^ht to left covers the hands, the folds 
of the right sleeve are similarly shaded; the papers on the table, 
and the cloth that hangs firom it, are covered with left-to-right 
diagonals. [CoU: BM. C. A H.] 

4/A. The stonework behind the figure to the right is divided 
into courses by deep horizontal lines ; much of the plate has 
been reworked [Coll: BM. C. O. P. Al 

De Claussin, speaking of the State (his yd) in which the 
diagonals appear upon the hands, says that good impressions 
are recognised by a blackish point, or spot, on the light part of 



90 Remdrandt's Etchings. No. zo 

the left cheeL This is a curious blunder for so distinguished an 
amateur to have made. The spot is seen in the veiy earliest 
impressions, and it gradually diminishes as the plate becomes 
worn; when it appears, as it frequeittly does, in a later State, it 
tells us that either the plate has been retouched or the impres- 
sions have been tinted. The retouch is not confined to the 
spot on the cheek; it is seen upon the chin and elsewhere; and 
must always be regarded as the mark of an inferior impression. 

Copy. Same d. of the ist State^ by De Claussin; may be 
distinguished by the fine and regular cross-work used in the 
shadows, signed De Claussin f. 1820. 

Copy rev. Has been catalogued as a study for this beautiful 
print, Etude pour la grande marite jutve^ and placed among 
Rembrandt's works. It was described by Bartsch, No. 341. 
M. Charles Blanc, not willing to reject any print for which 
connoisseurs have contended, admits it though with hesitation. 
The piece is very coarsely executed, the features have an ex- 
pression of anxiety, the right eye is misplaced, and the mouth is 
a little awry. The print, which measures 5,3 — 3,8 (-135 — '097), 
somewhat resembles Bol's earlier worL I do not think it is his, 
but believe it was executed at a later time. This print has brought 
high prices; an impression at Josi's sale realising £19 8x. 6d. 

Copyiey, Measures 6,3 — 3,7 ('159 — '094); this was after- 
wards reduced to 4,5 — 3,7 ('115 — '094): it is very coarsely 
executed 

M. Charles Blanc (Bibl. VIII. II. 126) has an interesting 
note upon this print, in which he recognises the likeness of 
Saskia Ulenburg, Rembrandt's wife. It should be rather 
regarded as a study than an actual portrait ; we see it repro- 
duced in the queenly figure of Esther in Rembrandt's painting 
of the Feast of AhaskueruSy which has been engraved by 
Schmidt. Another of Rembrandt's pictures, to which Smith 
in his catalogue gives the title of Bathsheba^ engraved by 
Haid, represents a person so far resembling this Great Jermsh 
Bride that M. Blanc considers the etching is a reproduction 
from it; there is sufficient resemblance between this and 
other studies to warrant the assertion that they are from the 
same model, but we can hardly regard it as strictly a portrait 

The print probably obtained the title, by which it is com- 
monly known, of The Great Jewish Bride from a legend, 
which I have however been unable to trace to its source, of 
this having been a portrait of a daughter of Ephraim Bonus, 
the Jewish physician. (For further notes see Bibl. XXXI. 

pp. ny 14) 

The \st State of the etching is so much finer than the 



109. A YouKG Woman reading. {Latisem 
A half length, sitting, and leaning upon a table 
with a flowered cloth, reading a book which lies opei 
her. She rests her left hand upon the book; the rig! 
is partly concealed by her dress. Her face is in pn 
clined downwards and turned to the left ; round her h 
flowered scarf tied behind, the ends hanging over 
shoulder. Across the middle at the top is Remln 
1634- 

Dimensions: 4,9 — 4,0 ('izs — "loa). 
States: isl. A failure with the add has produced 
defect upon the left eye ; there is a break in the outlii 
end of the nose ; the arm, above the elbow, is vciy sma 
drawn along the back of this part of the aim would, if o 
upwards, pass through the line of the shoulder within 
The left plate edge is irregular. [Coll : BM.] 

%nd. The defect on the left eye is corrected, the an 
the elbow is widened ; if a line were now drawn along 
of this part of the arm, it would, if continued, meet tt] 
the shoulder, also continued, outside the plate. The 1 
edge is cut straight [CoU : BM. C. O. P. A.] 

yd. A double line makes the outline of the nose coi 
the plate has been retouched, diy point is seen on the li 
of each eyelid, the lips and the outline of the chin ; a 
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stroke appears on the upper lip, and another connecting the 
upper and lower lips. [Coll : BM. C P. A. H.] 

Copy, Same d. (very deceptive) of the ^rd State \ the slipped 
strokes which belong to this State are wanting ; a scratch which 
crosses the light part of the sleeve at the bend of the arm is 
imitated, but one which begins where the dark and light parts 
touch, and passes nearly across the light sleeve, is omitted, as is 
also a 3rd scratch parallel to it 

Copy rev. Coarse and hard, the mouth appears distorted, it 
is also printed as a counterproo£ It is by Cumano. 

Bartsch describes, as a print of the greatest rarity, No. 346,. 
Vieille femme tniditant sur un livre. It is difficult to under- 
stand how so able a connoisseur could have been deceived ; 
the print on which he based his description is in the Paris 
Collection; there is a duplicate of it in the British Museum; 
and I am told there is yet a third, which I have not seen. 
The print, which bears the date 1638, was created by cutting 
out the head in T/te Young Woman readings and substituting 
for it The Head of an Old Woman seen to the Chin^ No. 6 ; if held 
up to the light the deception is apparent, but the contrast 
between the young hand and the old face should at once have 
aroused Bartsch's suspicion. M. Charles Blanc, who makes 
this very apposite remark, tells us that the supercherie was 
effected by an amateur and artist Mons. Peters, whose collec^ 
tion in 1786 passed into the Royal Library at Paris. 



110. Jan Cornelis Sylvius (Janus Sylvius), (yean 

Corneille Sy/vius.) 

He is seated to the left, but his face is turned nearly to 
the front ; his beard is long and thin ; he wears a calotte, and 
round his neck is a ruflf; his dress is bordered with fur; on a 
table to the left is an open book, on which his crossed hands 
are resting. In the background, which is shaded throughout, 
is a large column, and to the right of it an arch. Almost 
hidden by the shading, above the book to the left, is Rem* 
brandt, and below it, f. 1634. 

Dimensions: 6,5 — 5,5 ('166 — '140). 

Two States have been described, 1st with the shadows clear 
and transparent, and 2nd with the shadows reworked, etc 
So much in a shaded plate like this depends upon the printing. 
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tbat it is very difficult to verify these States, the purity or the 
apparent reworking of the shadows must always be an insuffi- 
aent guide. I should distinguish the 1st as that in which the 
deep curved lines which shade the left arm of the figure are even 
and regular [Coll : BM. C. A.], and the 2nd where these lines 
having been deepened are, to a greater or less extent, uneven or 
irregular [Coll : BM. C. O. P. H.1 ; but this variation cannot 
always be detected, so closely are these lines covered by coarser 
work. More to the purpose is the very serious doubt whether 
the heavy shading, especially that upon the dress, is by Rem- 
brandt at all, or whether we have not here the familiar work of 
Van Vliet Worn impressions are not mifrequent ; in them the 
technic is more easily seen, and I think unmistakeably betrays its 
origin. 

Ccfiy rev. To the lower right is C, Dankerts excudity and four 
Latin verses below, beginning Sylvius m Janus etc, \ half way up 
on the right side is Rem, 

Copy rev. On smaller plate. Etched by £. Bland ; on a clear 
space below is engraved Thau art the man, E. B, 26, 12, and 
below is 1834. 

It IS interesting to remark that the disposition of the 
background is similar, though in a contrary direction, to that 
in the print called The Great Jewish Bride. 

Jan Cornells Sylvius was bom in the year 1 564, and at an 
early age became a minister of the Reformed Faith. A recent 
writer speaks of him as a* man who had suffered for his opin- 
ions. I have not, however, found any confirmation of this ; on 
the contrary, his life seems to have been singularly uneventful 
and peaceful. He was for some years the regularly appointed 
minister at Leeuwarden, and it was during his residence there 
that he married Aaltje, the daughter of Pieter and niece tp 
Rombertus van Ulenburg, and therefore first cousin to Saskia, 
afterwards the wife of Rembrandt Sylvius after the death 
of Rombertus was apparently entrusted with the guardianship 
of Saskia, for we find his name as a consenting party to the 
act of her marris^e with Rembrandt in 1634. His death 
took place on the 19th November, 1638, in his 75 th year. He 
had a son, who was appointed to the church at Muiderberg 
in 1635. Vosmaer tells us that two drawings by Rembrandt 
of this church of Muiderberg appeared in the Muilman 
Collection. 
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UL Portrait, unknown, of a Man with a Sabre. 

{Rembrandt au sabre et d P aigrette) 

A portrait ; a three-quarter figure of some man unknown, 
wearing a military habit and cloak with a gorget, and a small 
fur cap, in front of which is a jewelled aigrette. He is stand- 
ing towards the right, but nearly full face ; his hair, long and 
curly, falls to his shoulders ; he has a small moustache 
and beard, and is resting his left hand upon the hilt of a 
sabre, while his right is placed upon his hip. The shadow of 
the figure is cast upon the background to the left. In the 
upper part of the plate on this side is Rembrandt/,, and below 
it 1634 

Dimensums: 7,8 — 6,4 ( '198 — '163). 

States: 1st, As described. Only four impressions are known. 

The fourth, which has passed through the Muilman, Andrews, 

YYXy/ Ploos van A^stel, and Aylesford Collections, is in the possession 

/ of R. S. Holford, Esq. It was seen in the Burlington Fine 

Arts Exhibition of Rembrandt Etchings in 1877. [Coll: BM. 

P. A.] 

2nd, Additional work appears upon the &ce and hair, chiefly 
alon^ the left cheek. The bust is covered with harshly executed 
shadmg. This rework, especially that upon the hair, shows so 
little artistic feeling that I do not believe it was done by Rem- 
brandt The plate has been cut down into an oval form, angular 
projections being left at the top, bottom, and sides. It measures 
5,1 — 4,2 ('130 — 'loS). The hands and the whole lower part 
of the figure are cut away, as are also the signature and date, 
which in an entirely different hand are now re-engraved in a 
sloping direction low down in the right background. [Coll: 
BM. P. A] 

^rd. The projections are cut away, and the plate is a regular 
ovaL Some of the work has been stall further deepened ; very 
litde of the original beauty of the piece remains. [Coll : BM. 
C. P. A. H.J 

4/^. The plate has been squared, but the impressions are so 
utterly worthless that their occurrence need not be recorded. 

Copy, Same d of the 1st State, The shading is of very 
regular cross-work; ex. gr. below the right shoulder it is of 
lines in four directions. There is no name of the copyist, but I 
believe it to be by De Claussin. 

Copy. Same d., by Schmidt I have never seen this ; the 
copy usually attributed to him is the next, in rev. 

Copy rev. May be at once recognised by the accurately 
drawn lion's head on the sabre hilt, the mane twisting round the 
handle. It is by Cumano, and not by Schmidt, as is generally 
asserted. 
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Cofiy rev. By HerteL His name is seen in the upper left 

Copy. rev. By Linton; dated 1848. 

Copy. Same d. of the 2nd State, The regular and formal 
shading is a sufficient distinction ; by De Claussin. 

Copy. Same d of the ird State. The same as the last, but 
with the projections of the plate removed (I do not know 
this). 

Copy rev. of the 4M State. Not deceptive. 

Impressions of the ^rd State are found very badly printed or 
overloaded with ink, and carelessly placed upon the mount; in 
which condition they have been taken for copies. 

If the student will carefully examine an impression of the 
2nd StatCy he will observe that the oval plate mark is con- 
tinuous, except at the bottom, and that the projections at the 
top apd sides have also left their plate mark, showing that 
the surface of the copper, which was outside the oval and 
formed these projections, was planed down, and was no longer 
flush with the rest of the plate. The explanation no doubt 
is that the copper was cut into a medallion form to allow of 
its being placed in a panel or box-lid, when these sunken 
projections would be of use in keeping it in its place;' and 
at the same time much of the work was deepened in order that, 
the lines being filled with some black pigment, the portrait in 
its new position might be apparent Later on, when prints 
from Rembrandt's plates had acquired a considerable money 
value, the copper would be removed from its setting and 
impressions taken, still showing the projections, which soon, 
for greater convenience in the printing, were removed, as 
shown in the yd Statey and the plate was still further re« 
worked. 

Another of Rembrandt's plates has been subjected to 
siniilar treatment The portrait of Uijtenbogaerd, No. 1 14, 
was a square, which in the yd State is cut into an octagon 
with projections, and coarsely reworked ; but in neither case 
do we suppose this was done by Rembrandt 

To msJce this use of engraved or etched plates was only 
reverting to an earlier practice. The extent to which orna- 
mentation of this kind was carried was much greater than has 
since obtained. We know that many of the smaller and 
more highly finished paintings on panel of the Early Dutch 

* This explanation, so perfectly simple and reasonable, was suggested to me 
by Mr. Fagan, of the Print Room, British Museum. - -<^^ ^t.tA^<^£:^ ^/ «j»>**^ 

^^ -yit.***^ .a>~*^^^ .^t.^-rf 'x.-f^if^ .«-^--«-r-^''^--«s*.*<v^" -^Z' A*-*-^ ^-* •^^'^ ^-^-*^ • 
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School were designed as ornaments for furniture, to be fitted 
into the doors of cabinets and armoires, not framed and 
hung on the walls of a room, and possibly some of Rembrandt's 
earlier plates were intended to be used in a similar way, such, 
for Instance, as the little heads, Nos. 20, 98. 

As regards the portrait itself, we can no longer regard it 
as that of Rembrandt. M. Charles Blanc has drawn attention 
to certain peculiarities in the features, the shape of the nose 
and mouth, and the presence of a mole or wart, which do not 
accord with any of the often-repeated studies or portraits of 
himself. Elsewhere (Bibl. XXXI.) I have referred to his 
sug^stion that it is a portrait of Prince Adolphus of Gueldres; 
it more probably represented some person then living, but 
who that might be is as yet only a matter of conjecture. 



112. A Beggar ; and a companion piece, a Man turned 

TO THE Left. {Deuxgueux en pendant) 

First piece. Represents a beggar turned to the left ; his 
face is a three-quarters ; his attitude and features are ex- 
pressive of one shrinking from intense cold. In the distance 
to the left is seen a little figure with a pole on his pght 
' ^ shoulder, who is partly concealed by the foreground, but 

appears to be skating ; near the top is engraved, Tis vinnich 
y \out (it is very cold) ; a little below is, Rembrandt and again 

V . below this is f, 1634. The last letter, /, of the name is 

wanting. 

Dimensions: 4,4 — 1,7 ('113 — '043). 

[Coll : BM. C P. A. H.*] 
Copy. See next piece, No. 113. 



113. A Beggar; and a companion piece, a Man turned 
TO THE Right. {Deux gueux en pendant) 

Second piece. Represents a man somewhat better 
clothed, standing erect and turned towards the right; his 
features are cheerful and smiling. In the right distance is a 
man in a high pointed cap with his hands wrapped up, and 
further away is the roof of a cottage with trees. At the top 
of the print is engraved Dats niet (that is nothing), in answer 
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to the words upon the other piece ; a little below is Rembran^ 
and again below is /. 163. The letters dt and the fourth 
figure are cut off by the plate edge. Date assumed^ i634- 

Dimensions: 4,3 — 1,5 (-no — '038). 

[Coll : BM. C. P. A. H.] 

Copy. Same d. This and No. 112 have been copied on one 
sheet by De Claussin. The shading is of very much more 
regular work than in the originals. On No. 112 cross- work 
covers the ragged skirt from the waist to the knee, and is seen 
on the lower half of the shadow on the ground. In No. 113 
downward and left-to-right diagonals darken the right sleeve 
from the elbow to the waist. 

Copy. Same d. Both prints on one sheet inscribed yi Hollardy 

1755- 
Copy. Same d. On one sheet Bibl. IX. 

Vosmaer [BibL XXXVII. p. 149] says, * Dans une vente i 
Rotterdam parut un croquis de Rembrandt avec Tinscription 
T'is vinnich kout. Ce croquis a probablement servi i Teau-forte, 
ayant la mfime inscription, et dont le pendant porte la I^ende 
Dats niet! 

The sale to which he refers was that of M. Joncker*s in 
1842. The drawing was described as dated 1639; the 9 and 
the 4 in old writing are often not unlike, and the date would 
undoubtedly be 1634. 

These etchings have been attributed to Solomon Savry, 
whom a recent writer erroneously assumes to have been a 
pupil of Rembrandt There is nothing in their execution to 
support this theory ; the figures are coarsely and carelessly 
drawn, but, as I have shown before, we need not for that 
reason doubt their authenticity. Their idea was probably 
borrowed from S. Beham, who in 1542 designed and engraved 
two little plates of a farmer and a labourer, on one of which 
is the legend, Es ist kalt Weter\ and on the other, Das 
schadet nit ; but Rembrandt's plates are in no sense copies of 
these prints. 

114. Johannes Uijtenbogaerd. {Johannes Wttenbogardus.) 

The subject is executed in an oval squared at the bottom, 
and upon an irregular upright plate afterwards cut to an 
octagon. He is seated at a table, his body partly to the right, 
but his face turned to the front He wears a calotte, his 

H 
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gown is faced with fur, and he has a ruff about his neck ; his 
hair is short and grey ; he rests his right hand on the arm of 
the chair, the other is placed upon an open book which, sup- 
ported by other books, lies in a sloping position upon the 
table ; beyond are other books thrown carelessly one upon 
another. The name and date 1635 do not appear until a 
later state. The background is clear in the early States. 

Dimensions: 9,8 — 7,4 ('249 — •188). 

States: 1st. As described. The plate is rectangular, the ruff is 
only outlined, the open book upon the table is of an oblong 
form, i.e. of greater width than height, and the books in the 
background are not well defined. [Coll : £M. A.! 

2fui, The ruff is finished, and there is a little additional work 
upon the face, which gives a more pleasing expression. On one 
of the impressions of this State in the British Museum is seen 
some work in chalk widening the curtain and filling the back- 
ground, possibly by the hand of Rembrandt himself [Coll : 
BM.] 

^rd. The plate has been cut into an octagonal form measuring 
8,9 — 7,4 ('226 — '188), but two small projections are allowed to 
remain, one on each side ; the background is worked upon and 
an arch is introduced widiin which the shading is almost black ; 
a curtain hangs down upon the right, but its folds are indis- 
tinctly expressed and its left outline is only sketched where it 
rises above the line of the arch ; the large open book on the 
table is now a folio of greater height than width. In one of the 
angles at the top to the left, outside the subject, is Rembrandt ft.^ 
and in the other 1635, while below the print are four Latin verses 
by Grotius, beginning *Quem pia mirari. . .' [Coll : BM. P. A.] 

Afh, The proje tions are cut away and the plate edges are 
regular. [Coll : BM. A. H. C] 

5M. Retouched : the result is that impressions are heavy and 
dull, the left outlines of the curtain are carried to the top of the 
plate, so that the curtain covers the outlines of the arch on the 
right side. [Coll : BM. C] 

Copy. Same d. of 5M State. On a laige square plate, outside 
the oval to the lower left, is Copied by T, F, Lewis. 

Copy rev. and reduced to 6,3 — 4,2 ('161 — '108). In the 
upper left is IVorlii^e ; in the upper right is fecit^ 1757. 

The early impressions of this plate, before the rework and 
the dark shading in the background, are excessively rare. 
While I write I only know one in private hands : it is in the 
collection of his Grace the Duke of Buccleugh. The varia- 
tions which mark the 3n/ State belong to a later time (see 
notes to No. 1 1 1) ; they are in complete contrast to the first 
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work upon the plate, and were certainly not executed by 
Rembrandt ; the plate, I am told, still exists. 

Joannes Uijtenbogaerd was a celebrated preacher and 
theologian who belonged to the sect of the Remonstrants, 
followers of Arminius. He was bom in 105/, consequently 
was in his 79th year when this portrait was taken. A 
portrait painted by Backer is still preserved in the Church of 
the Remonstrants at Amsterdam. Under a portrait of him 
taken by Rembrandt and dated April 13, 1633, is this note, 
My portrait painted by Rembrandt for Abraham Anthoniszoon 
[BibL XXXVII. p. 123]. He died at Amsterdam in 1644. 



118. Three Heads of Women. {Etude de trois tttes de 

femmes.) 

Towards the upper part in the middle of the plate is a 
head full face; the hair parted across the forehead, a few 
locks hanging downwards ; a light veil of net or lace is 
thrown over the head, and falls on each shoulder; the extended 
fingers of the right hand rest against the forehead. Below 
this, a little to the right, is another head, almost in profile, 
turned to the right; the eyes lowered, the head-dress un- 
finished. The third head is to the lefl, and is only sketched in. 
Shading is seen in the lower right of the background. Date 
assumed^ 1635. 

Dimensions: 5,0 — 4,0 ('128 — 'loa). 

States: 1st. One head only is engraved, that in the upper 
part of the plate. [Coll : BM. P. A.] 

2nd. The two other heads are added [Coll : BM. C P. A.] 
Copy, Same d., BibL IX. 

Mons. C. Blanc suggests that the head first placed upon 
the plate is a study of Saskia, though the face is apparently 
that of a younger woman. 



lie. An Old Woman sleeping. {Vieille dormante.) 

Her head, seen in front very slightly turned to the right, 
is supported on her left hand, both her arms resting on an 
open book ; a pair of spectacles hangs on the forefinger of her 
right hand ; her cap is a sort of turban in four tiers or wreaths. 



9^. 



H 2 



100 Rembrandt s Etchings. Nos. 1x7, zxs 

finishing in a point ; on her shoulders is a fur mantle. The 
background is shaded, but is darkest on the left side, where 
the shadow of the old woman falls upon the wall. This 
shadow is supposed to be cast by a candle or lamp placed 
low down in front to the right Date assumed, 1635. 

Dimensions: 2,7 — 2,1 (•069 — '053). 

[Coll : BM. C P. A. H.] 

Copy. Same d In the original is a slipped stroke across the 
right sleeve from the edge of the plate upwards, with a slight 
inclination to the left ; this is wanting in the copy which was, I 
believe, executed by Bretherton. 

Copy rev. The hard lines in the wrinkles of the face are 
exaggerated and look like small slips of plaister. Novelli. 

Copy rev. Below to the left is Rembrandt, and to the right F. 
Novelii inc. 

Copyrtv. 3,1 — 2,4 ('079 — -061). There is a clear space 
round the subject ; the right-to-left diagonals are inregular and 
crooked instead of being delicate and very straight This copy 
is by Andrew Geddes. 

Copy, Same d. on wood, Bibl. IX. 



117. The Mountebank. {Le charlatan) 

He wears a flat cap, and has a ruflf round his neck ; a 
basket is suspended before him ; he holds up a packet in his 
left hand, his right is placed upon his side, and below it hang 
a hawking pouch and a sabre ; his knees are a little bent 
Below in lai^e letters is Rembrandt f. 1635. 

Dimensions: 3,1 — 1,4 (-079 — '036). 

[Coll : BM. C P. A. H.] 

Copy rev. Inscribed K V. fecit (Vivares). 

Copy rev. Inscribed y[ G. Vliet, the J and G intertwined 

Copy rev. Inscribed F. Novelli, No. 41. 

Copy. Same d, BibL IX. 



118. Bust of an Old Man in a very high Fur Cap. 

{Petit buste d tris-haut bonnet) 

This little bust is seen nearly in front, but rather inclined 
to the right ; on the head is a very high fur cap, coming 
down upon the forehead and casting a shadow over the eyes ; 
the bust is clear on the right side, and lightly shaded upon 
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the left ; the dress is fastened with a button on the left. The 
background is unshaded. Date assumed^ 163$. 

Dimensions: 1,7 — 1,2 (x>43 — 'oji). 
[Coll : BM. C. P. A. H.] 

Vosmaer suggests that this is a study for one of the two 
Jews who are kneeling in a picture of Simeon, painted in 
163 1 ; but I think the print is of a later date, and belongs to 
the year 1635. 

119. A Man with Curling Hair, and his Under Lip 

THRUST OUT. {Homme d bouche de travers.) 

His head is uncovered, his hair curly, standing away from 
his head ; his brows are knit and his under lip thrust out ; the 
bust is towards the right, but the head is turned so as to look 
over the right shoulder ; the dress is sketched, only a few lines 
of shading are on the top of the right shoulder ; opposite to 
which in the background are a few slight scratches. Date 
assumed^ 1635. 

Dimensions: 2,5 — 2,4 ('064 — '061). 

States: 1st. As described [Coll : BM. C O. P. A. H.] 
2nd. The face and neck are covered with fine roulette work, 
the lines crossing in different directions ; this work is again seen 
in the upper left of the plate ; the effect is to give a tint resem- 
bling burr. I think this roulette work is very early, but it was 
not done by Rembrandt [Coll : P. A.] 

One of the two impressions of the 1st State in the British 
Museum Collection shows much more colour than the other ; it 
has been tinted with a very delicate bmsh. It is from the 
Cracherode Collection, and was formerly in the possession of 
Mr. Thane, by whose hand this tinting was probably executed. 



120. An Old Man with Short Straight Beard; a 
Profile to the Right. {Profit de vieillard d 
courte barbe.) 

A sketch of a head and bust in profile turned to the right ; 
bald before, but with tufts of hair curled upwards behind, and 
having a short straight and projecting beard which extends 
from the car to the chin. A few irregular strokes are seen 
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on the right, apparently as a design for a background, and a 
few on the left opposite the bust Date assumed^ i^SS- 

Ditnensiotis : 2,6 — 2,2 ('066 — '056). 

States: 1st The plate edges are rough and irr^ular, especially 
on the right [Coll : BM. C P. A-] 

%tuL Tlie edges are polished, and the plate has been slightly 
reduced [Coll : BM. C. A- H.] 

I have seen an impression of the 2nd in which the plate edges, 
though regular, have been tinted so as to imitate the xst State. 



12L A Ragged PEiVSANT with his Hands behind 

HIM. (Paysan diguenilUy les mains derrikre le dos,) 

He is standing nearly in front, his body turned a little to 
the left, and his head bent forward and inclining to the right ; 
he wears a cap with a peak, and under it is discovered a linen 
cap to which hang two strings ; his ragged jacket is fastened 
at the top with a string, and a little lower with a button, but 
is open below ; in his hands, which are placed behind him, he 
holds a stick. On the right of the impression are a few 
scratches which may be intended to represent the trunk of a 
tree. Date assumed^ 1635. 

Dimensions : 3,6 — 3,0 ( '09 1 — '076). 

States: 1st The edges of the plate are soiled and somewhat 
irregular ; the outline of the right arm, which is seen to end 
abruptly at about the level of the button that ^tens the coat, is 
not continuous ; the small part of the left hand seen close to 
the stick is unshaded, [Coll : BM. C O. A. 1 

2nd, The outline of the right arm is denned by a delicate 
double stroke ; a curved line, in which burr is seen, an evident 
slipped stroke appears at the lower end of the stick nearly 
doubling its thickness. [Coll : BM.] 

y^d. The right side of^the plate is cut away, it now measures 
3,6—2,6 (-091 — -068). [Coll : BM. P. A.] 

4M. Two short diagonals left to right cross what is seen of 
the left hand close by the stick. [Coll : BM. C. P. A. H.] 

Copy, Same d. Described by Bartsch. Some irregular lefl- 
to-right diagonals which partially shade the lower right comer 
are wanting. The copy is said to be a deceptive one, and is 
attributed to Le Gros, a clever amateur at Vienna who was etch- 
ing there in 1795. I have never met with this copy, so can only 
give an illustration of the work in the original, with which the 
student if he meets with the copy may compare it SSIate I. 
fig. 6. 
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122. Three Oriental Heads. First Head, Full Face. 

{Jacob Cats.) 

This is a full face, showing both ears, the body turned a 
little to the left ; on the head is a calotte, from under which 
a single tuft of hair comes down upon the forehead ; he has a 
thin short beard and moustache ; he wears a close-fitting cape 
trimmed with fur, outside which hang a chain and a medallion. 
A little irregular shading is seen on the lower right and along 
the whole left background. In the upper middle of the plate 
is Rembrandt^ followed by some singular characters, and below 
is the date 1635. ^IsU II. fig. 8. 

Dimensions: 5,9 — 4,9 ('150 — 'las). 

States : 1st The right side of the throat just above the collar 
is unshaded ; there is also a clear space on the right shoulder 
immediately below the chain. [CoU : BM.] 

2nd. The neck is shaded, and a downward line, right to left, 
is worked over the clear space on the right shoulder. [Coll : 
BM. C P. A. H.] 

My remarks upon this and the three following heads will 
be found after the description of No. 125. 



123. Three Oriental Heads. Second Head, a Pro- 
file TO THE Left. ( Turc, au bonnet serri par un 
turban^ 

This is a profile, the head turned to the left and slightly 
bent downwards; the moustache and beard are thin and 
bristly. On the head is a turban with fur rising above it, 
and the dress appears to be entirely of fur. The background 
is shaded with irregular hatchings nearly to the top ; above 
the head is engraved Rembrandt^ the e reversed ; the name is 
followed by characters similar to those in the last piece, 
forming the word which has been read Venetiis or RItenetuSy 
and other characters which De Claussin read zs fecit \ others 
have read them Lieu R. t. ^late II. fig. 9. Date assutned^ 

163s. 

Dimensions: 5,9 — 4,9 (*i5o — 'i^s). 

[Coll : BM. C. P. A. H.] 

Copy. Same d. By one of the brothers George or John 
Smith, on a plate 5,9 — 5,0 ('150 — '128). It is a deceptive copy. 
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but may be known by the shading on the side of the face in 
front of the ear, immediately below the turban. This in the 
original is intended for hair, and is worked in short, harsh strokes ; 
in the copy it is downward shading, crossed by regular left-to- 
right diagonals. Another variation will be seen in the few long 
lines which oudine the back being covered by a harsh zigzag ; 
in the original the shading is of bold lines with downward right- 
to-left strokes. 

Copy rev. Said to be by Basan, but I think it is a much earlier 
work. It is on a plate 6,1 — 5,2 ('155 — 'iss)! and is very 
heavily and coarsely shaded 



124. Three Oriental Heads. Third Head, a Profile 
TO THE Right. {Turc, an turban et i r aigrette.) 

This head is in profile to the right. It is of a man wear- 
ing an embroidered turban, the fringed ends of which hang 
down behind, and in front is an aigrette fastened with a jewel ; 
he has a moustache and a long dark beard. The background 
to the right is almost covered with irregular cross-work, and 
fantastic scrawls which curl and twist, and look like the work 
of some childish hand. Near the top to the left is Rembrandt^ 
and below the name are characters similar to those seen on 
the two other plates ; below again is the date 1635. ^iatt II. 
fig. 10. 

Dimensions: 6,2—5,3 (-158— -135). 

[Coll : BM. O. P. A] 

Copy, Same d. By Basaa The variations are numerous ; 
one is seen in the mysterious characters below the name, ^U:iU 
II. fig. II. The shading in the left lower corner in the copy 
has a left-to-right diagonal as well as ll\e right-to-left, which 
is alone seen in the original This copy is mentioned by 
Bartsch. 



125. A Young Man in a Mezetin Cap. {yeune homme 

d toque de velours) 

A head and bust ; the face is nearly in profile turned to 
the left ; his hair is curly and of moderate length, and his 
beard is short ; he wears a velvet cap and a dark dress. The 
shading in the background reaches as high as the shoulder, 
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and on the left, opposite the mouth, is the letter/?. Date 
assumed^ i^SS* 

Dimensions: 6,2— 5,3 (-158— -135). 

States: 1st. Before the introduction of a lock of hair on the 
side of the &ce below the nose, and before the mass of hair 
which falls below the chin upon the breast Wilson adds, ' drfore 
the signature^ Le. the letter R, but I have never seen such an 
impression. [Coll: BM. P.] 

2nd. With these additions \ parts of the outline of the top of 
the cap have been strengthened ; a light space on the back of 
the cap and another on the right lower border of the dress have 
been worked over. [Coll : BM. C. P. A. HL] 

Impressions of the 2nd ^tate are found nearly A- wider than 
tlie measure given above; but this I believe is due to an 
obliteration of the plate mark. 

Among the prints which we unhesitatingly attribute tc 
Lievens, and which will be described in a succeeding volume, 
are four studies closely resembling the four heads which have 
been just described. The study resembling the first head, 
No. 122, is in reverse, and the lock of hair which hangs over 
the forehead is wanting ; it is found in three if not in four 
States ; the second study, resembling No. 123, occurs twice, 
once in the same direction and once in reverse, this latter 
being found in three States ; the third study, resembling 
No. 124, is in reverse, but without the aigrette ; of this there 
are two States ; the fourth study, of a young man resembling 
No. 125, is in reverse, without beard ; of this there are three 
States. 

That these four studies are by Lievens will not I think be 
questioned ; they find their proper position among his other 
prints. The resemblance which they bear to the four heads 
which have been attributed to Rembrandt is so apparent, that 
Wilson and others have not hesitated to speak of them as 
copies. The author of a recent essay upon Rembrandt's work 
[Bibl. XXI. p. 39] has, however, expressed his belief that both 
sets are by Lievens, whom he places in the studio of Rem- 
brandt as a sectateiir rather than as a pupil. I cannot give my 
assent to either of these conclusions. A careful comparison of 
the two sets of heads will I think convince the student that 
those attributed to Rembrandt show a more skilful and artistic 
technic ; there is more character in the heads themselves, 
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and a more masterly hand in their treatment than in those 
which we assign to Lievens. The question then arises, by 
whom were they executed ? Were they first etched and then 
reproduced by Lievens, or were Lievens* prints the originals, 
and the four described etched in imitation of them ? 

Referring to the description given of these four, it will be 
seen that after the name of Rembrandt in the first appears a 
word, at full length in No. 123, abridged in Nos. I22» 124, 
and that upon the fourth, No. 125, is the single letter R. 
The word upon the three has been read Venetiis, and on 
this slight foundation has been erected the theory that 
Rembrandt executed them in Italy. This supposition may 
be at once dismissed, since we know that Rembrandt never 
was in Italy at all. Another reading is renetus, a word 
supposed to mean 0/ the Rhine^ a form of Rembrandt's 
patronymic. This rendering is possible, but it is nothing 
more. Vosmaer, a countryman of the great master, makes 
the much more probable suggestion that the word is gere- 
tuckierdty which he translates retouched, and refers to the 
inventory of Rembrandt's effects, in which inventory I find a 
like word occurs no less than six times ; thus we have, Een 
schilderije van een Samaritaen, door Rembrant gereiukeert. 
To his note upon this Vosmaer adds, // se pourrait en ce cos 
que Rembrandt n'e^t fait que retoucher ces pikes, grarjies peut- 
itre par Lievens, ou bien qtiil ait repris ses propres planches et 
les ait retouchies lui-mime [Bibl. XXXVII. p. 174, note]. For 
the reasons which follow, while I accept his reading of the 
word, I do not think his further explanation satisfactorily 
disposes of our difficulty. 

Rembrandt and Lievens had been pupils together at 
Ley den under Lastman, some of the peculiarities of whose 
style were appropriated and reappeared in the after work of 
each. In the year 1630 Rembrandt removed to Amsterdam, 
and in the same year we find Lievens in England, where he 
seems to have acquired considerable reputation as a portrait 
painter. When these prints were executed — and I see no 
reason to question their date, 1635 — Lievens had left England, 
and found full employment at Antwerp, where he certainly 
remained some time. Overpowered, probably, by the genius 
of Rubens, with whom he could not hope to compete, he 
removed from Antwerp, but evidently to no great distance, 
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since he has left numerous works executed in these years, 
chiefly altar-pieces for neighbouring chqrches ; his Visitation 
of the Blessed Virgin^ now at Brussels, and his pictures in the 
H6tel de Ville at Leyden, were of this period. Rubens died 
in 1640, and either in this year or in 1641 Lievens completed 
a large picture for the H6tel de Ville at Leyden. We do not 
know how soon he returned to Antwerp, but an etched 
portrait by him of Dr. Vander Steeren, who resided there, is 
dated 1649 1 ^^^ X^-t^r still is a portrait of Heinsius, bearing 
the address Joan Myssens exc. Antwerpue, It was not until 
after this that we find him working at Amsterdam ; unless, 
therefore, he made a short visit to Amsterdam in 1635, of 
which we know nothing, and for which he had little leisure, 
we must assume that he and Rembrandt did not meet again 
after the days of their pupilage until at least the lapse of 
twenty years. But in 1635 Rembrandt's fame as an etcher 
as well as a painter was well established ; I suggest then, that 
as a renewal of their former intimacy, Lievens, who had also 
assumed the etching needle, sent his impressions of these four 
plates to his old friend, who in return transmitted repro- 
ductions of them, varying and improving upon them as he 
well could do, while imitating the style and manner they 
displayed. The background of one of these prints of Lievens, 
his third study, a head in profile with a flowered turban, to 
which Rembrandt added an aigrette, was treated in a peculiar 
manner. Lievens introduced a bank upon the left, at the 
upper part of which is some foliage ; this foliage is represented 
by little circles and spirals, designed in an almost childish 
manner. Rembrandt, with a touch of humour, has exag- 
gerated and caricatured the execution of this part of the 
plate, and in place of foliage fills the upper right with twists 
and spirals, mere sports of the needle. Impressions of this 
plate, described No. 124, are much more rarely met with than 
are the others ; a fact for which I account by assuming that 
Rembrandt did not care to preserve a plate which contained 
work so unlike his own ; and I explain the introduction of 
the word translated retouched^ by assuming that it was added 
to show that these were Rembrandt's rendering of Lievens' 
studies, the single R upon the fourth merely marking his own 
work. 

Before leaving these heads, I must not omit to notice that 
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M. Charles Blanc in his catalogue places the head No. 122 
among the Known Portraits, and believes it to be the likeness 
of Jacob Cats, tutor to William, Prince of Orange, He founds 
his opinion on the similarity, certainly a singular one, which 
the old man represented in this print bears to a known picture 
of Jacob Cats, taken by Govaert Flinck, afterwards engraved 
by Schmidt. The painter has represented Jacob Cats giving 
a lesson in history to his pupil William Prince of Orange, 
afterwards William II , who is seated before him at a table ; 
and not only does this accomplished amateur designate the 
Oriental head No. 122 a portrait of Cats, but adds that the 
boy who is receiving instruction is the original of Rembrandt's 
etching No. 148, Jeufie homme d mi-corps, I am sony to dis- 
agree with M. Charles Blanc, whose volumes have afforded me 
so much pleasure and information, and whose opinions must 
always be treated with respect, but I am obliged to record 
my dissent from his suggestions. There is another portrait 
of Jacob Cats, painted by Mireveldt in the year 1635, and 
engraved by Delff (it is No. 248 in the Amsterdam GaJlery), 
which represents an entirely different person to the Jacob 
Cats painted by Flinck. M. Charles Blanc refers to this, 
but believes, on the authority of Hoogstraten, that there were 
two persons of this name ; we may therefore assume that 
Mireveldt's portrait is of the other Jacob Cats, and discuss 
only the possibility of this ist Head being taken from the 
Jacob Cats whom Flinck has immortalised in the fine picture 
referred to. I have seen this picture, and remark that it 
differs from the head above described, No. 122, in the size of 
the beard and moustache, in the softer and more rounded 
features, and in the fact that it represents a very much 
younger man. In 1635 Jacob Cats was 56 years of age, but 
hardly appears so old in the portrait The head which 
Rembrandt has engraved, for as I have said I attribute it to 
him, is of a man probably ten years older ; moreover, this and 
certainly one of the other two are studies of the same original, 
as is still more clearly seen in the prints by Lievens ; and 
we have the fact that Lievens repeated his study four or five 
times, besides introducing the head into one at least of his 
prints, The Resurrection of Lazarus ; it there appears among 
the figures to the left. The same model was also made use 
of by Solomon Savry, though he may have borrowed the 
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peculiarities of feature from one of these prints. With regard 
to the other figure in Flinck's picture, that of William II., and 
which M. Charles Blanc believes to have been repeated in the 
little etching No. 148, 1 feel less hesitation. William II. was 
bom in 1626, and was therefore nine years old when the 
portraits of himself and Jacob Cats were taken. He is repre- 
sented as a well-grown boy. Now the etching is dated seven 
years later, i.e. in 1641, when William was fifteen, and it 
appears to me that the child whom Rembrandt has etched 
could not have been more than from seven to nine years of age ; 
his dress and appearance are certainly not that of a boy of 
fifteen. There is a portrait of this same William II., taken a 
few years later, in the Museum at Amsterdam. He is repre- 
sented as a full-grown man, and, with all deference to M. 
Charles Blanc, does not so closely resemble this etching that 
I can believe they are intended for the same person. Who 
this child was we cannot tell ; it is evidently a portrait, and 
was possibly the son of some friend who visited Rembrandt's 
studio or was intimate at his house. Further investigations 
may enable us to distinguish him. 



126. Bust of an Old Man, asleep. {Vieillard d grand 

bonnet J qui dort) 

He is seen nearly full face, his body turned towards the 

left ; his head is inclining and his eyes are shut, as if asleep ; 

his beard is long and curled ; he wears a broad fur cap, bound 

with a scarf that falls behind his shoulders ; his cloaJk, which 

does not meet in front, is fastened across his breast with a 

clasp. The background is shaded halfway up on the left, and 

a few short and nearly vertical strokes are seen on the right 

side opposite the neck. In the upper left comer is Rembrandt^ 

and above the last letter is an incomplete R reversed Date 

assumed^ 1635. 

Dimensions : 4,4 — 4,0 ( 'i 1 3 — •102). 

[Coll : BM. C P. A. H.] 
jLu^ y Copy, foment by Worhdge. At the top to the left is T. W. 

^^ This print has been regarded as a somewhat doubtful 
piece. It is engraved in the style of the Three Oriental 
Heads, or, as Wilson expresses it, in the manner of Castiglione. 
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On the back of an impression in the British Museum is a 
2nd State of the print called The White Mooress^ a print 
which I have withdrawn from Rembrandt's works. 



127. Samuel Menasseh Ben Israel. {Menasseh-ben- 

Israel) 

He is a half length, and seen in front ; his moustaches are 
long, his beard is thin and cut evenly below, and his hair is 
short and straight. He wears a hat with a broad brim turned 
up before so as to hide the crown, a wide collar covers his 
shoulders, and his gown is open in front. The background 
is shaded on the left a little above the shoulder. The subject 
is squared at the top, but finished with a curve below. On 
the right is Rembrandt f.^ and below it 1636. 

Dimensions: 5,9 — 4,2 ('150 — 'loS). 

States: 1st. As described. [Coll : BM. C A. H.] 
2nd, The shading on the hat brim to the right, immediately 
above the temple and the hair, is deepened by short, strong, 
downward lines. The plate having been re-etched to give it 
greater tone, in most impressions of this State the mark of the 
vice is seen in the clear space at the bottom of the print ; the 
presence of this mark must not, however, be relied upon ; I have 
seen a 2nd State without it, having possibly been removed from 
the impression. This 2nd State sometimes appears on a large 
sheet of paper ; there is one at Amsterdam measuring 12 — 8,0 
(.305 — '203). [Coll : BM. C O. P. A. H.] 

Aiter the plate had become worn, it fell into other hands, and 
was changed into a mezzotint ; but before the final transforma- 
tion it yielded impressions with a tinted or dark background. 
These variations are recent, and need not be regarded as States. 

Samuel Menasseh Ben Israel, bom in 1604, was one of 
Rembrandt's intimate friends, living near him in the Breed- 
straat He early established his reputation as an author ; 
and it shows the high estimation in which he was held by 
his co-religionists that he was deputed by them to undertake 
a mission to the Protector Cromwell to obtain from him the 
recall of the Jews to England. Among his published writings 
is a book entitled * Piedra Gloriosa,' etc., of which a descrip- 
tion will be found under No. 247, and for which Rembrandt 
designed and excuted four plates. He died in 1657, and was 
buried at Middelburg. 



\ 
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128. Rembrandt and his Wife. {Rembrandt et sa 

jctnvtt, ) 

Rembrandt, a half lengfth, on the right side of the print, 
is seated at a table, on which rests his left hand, holding a 
port-crayon in the attitude of drawing ; his face is a full 
front, his body turned to the left ; he has moustaches and a 
small tuft on his chin ; on his head is a flat, wide-brimmed 
hat with a feather. Behind the table to the left sits his wife, 
nearly full face, but turned a little towards the right ; the 
back of her chair is seen against the left border of the print ; 
the background has a little shading between the lower part 
of the two faces. In the upper left comer is Rembrandt f,^ 
and below it 1636. 

Dimensions: 4,1 — 3,7 ('105 — '094). 
[Coll : BM. C O. P. A. HL] 

There are rare impressions in which the portrait of Rem- 
brandt's mother. No. 53, 2nd State, is substituted for that 
of his wife. Gersaint possessed one which he believed to be 
unique : this is now in the British Museum, but four others 
are known. They were produced by covering that part of 
the plate where the wife's portrait was etched with thin paper, 
leaving a blank space upon the impression ; the plate with 
the mother's portrait was then printed from, the head, etc. of 
Rembrandt being in its turn covered. 

[CoU : BM. A.] 

Copy, Same d. The shading is of very regular cross-work ; 
so regular and uniform is it, that it seems to form a band above 
the eyebrows. The side of the chair on the left is upon the 
plajte line instead of being at a little distance from it ^)i;Tte III. 
fig. 15. Although not named, this is probably by Novelli. 

Copy. Same d. of Rembrandt's head only. This forms the 
frontispiece to Gersaint's Catalogue, and is mscribed T. B, G. 
sad. i7Sa 

Copy. Same d. of Rembrandt's head ; and instead of the 
portrait of his wife, the head of Rembrandt's mother, in widow's 
dress, No. 92, is introduced ; by De Claussin. 



129. Rembrandt's Wife, and Five other Heads. 

{Feuille de six tites, dont cinq defemmes.) 

The principal head in this sheet is that of a woman, placed 
rather above the middle of the plate, turned a little to the 
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left She wears a veil, and a string of pearls is seen upon her 
hair. Higher up on the left is a Turkish head in a turban, 
with profile to the right ; on the right side is a female head, 
lightly etched and full face, wearing a veil ; her partly closed 
hand is upon her mouth ; below is another female face, turned 
to the right, and looking downwards ; a fifth head is on the left, 
a full face, covered with a lai^e flat hat, tied under the chin ; 
and a sixth is on the right side, uncovered, and turned a little 
to the right, and shaded on the left. All the female heads 
are studies bearing a greater or less resemblance to Saskia, 
Rembrandt's wife. Low down, a little to the left, is Rem- 
brandt/.^ and below it 1636. 

Dimensions: 6,0 — S,o ('153 — '128). 

States : ist. As described ; the background is clear. [Coll : 
[BM. C P. A. H.] 

2nd. Parts of the background show marks of a slight rubbing 
with pumice stone ; it is seen across the name, and in the space 
between the central head and that to the ' left The first effect 
of this rubbing, done no doubt to clean the plate, is soon worn 
off, but scratches remain ; there is one from the division in the 
turban of the Turk to the top of the woman's hair ; as this dis- 
appears, the sharpness of the impressions is lost [Coll : BM. 
CP.] 

180. Three Heads of Women, one asleep. (Trois 

tites de femmesy dont une qui dort) 

High up on the left is a woman sleeping, with her head 
resting on her left hand She wears an upper and an under 
cap, which latter has a lappet covering her ear, and a band 
passing under her chin. To the right is a second head, 
seen nearly in profile, turned to the left, and covered with a 
dark veil, drawn together at the back of the head. Lower 
down in the middle is a third head, also seen nearly in profile, 
turned to the left and looking downwards. At the top of the 
plate is engraved Rembrandt^ and under it/. 1637. 

Dimensions: 5,6 — 3,8 ('143 — '097). 

[Coll : BM. C. O. P. A. H.] 

Copy. Same d. of the finished head to the right of the plate. 
It is harshly drawn. Below, to the right, is Francesco Novelii ; 
to the left, Rembrandt in, 

CopyrtY. of two heads only; 3,0 — 3,5 (-076 — '089). This 
is seen also as a counterproof : it is by Cumano. 
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Copy, Same d, BL IX. 
Early impressions show a light horizontal scratch, which 
crosses the middle of the plate below the central head. 



18L An Old Man, wearing a Rich Velvet Cap. 

(Juif au bonnet agrafe de pierreries) 

We have here a head and bust of an elderly man, turned 

three-quarters to the right, wearing a mezetin cap, ornamented 

with a band which passes over the top, and is fastened in front 

with a jewel ; a fur mantle lies in thick folds upon his shoulder; 

his left hand is seen, and appears to rest upon the top of his 

cane. He has a broad bushy beard. The light comes from 

the right In the upper left corner is Rembrandt^ and below 

it/ 1637. 

Dimensions: 3,7 — 3,3 ("094 -—•081). 

[Coll : BM. C P. A. PL] 

Ccpyxty. and enlarged 5,7— 4fS ('i4S — '^^S)- 

M. Charles Blanc believes that he recc^ises in this head 
a study for a painting seen in the Museum at Munich of a 
Jew seated in an armchair. I do not know the painting, but 
from the careful finish of the print I am inclined to regard it 
as a portrait, possibly the father of the young man who 
appears in the following piece. No. 132. 



1S2. A Young Man seated, turned to the Left. 

{Jeune homme assis et r/fl^ckissant.) 

He is seated, at the right of the print, and turned towards 
the lefl, on which side is a table with some books. He wears 
a mezetin cap, and a loose gown bordered with fur, and round 
his neck is an untied scarf with falling ends. The attitude 
and expression are those of grave reflection. The background 
is shaded nearly as high as the shoulders. At the top, to the 
left, is Rembrandt y and below it/ 1637. 

Dimensions : 3,8 — 3, 2 ( '097 — '08 1 ). 

Two States have been described, but I am unable to define 
with any accuracy more than one. The earliest impressions 
show a little burr. [Coll : BM. C O. P. A. H.] 

Copy. Same d. The outline of the hair to the right, i.e. at 
the back of the head, is a double parallel line ; the nose appears 

I 
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to have an indentatioa The signature, instead of nearly 
touching the upper plate line, has the tops of its longer letters 
-j^ ('004) away ; and this signature, eta are in a tremulous hand, 
while in the original the / is especially dear and bold This 
copy is by James Brethertoa 

Copy rev. by NovellL 'A copy not found among the series 
published in 1791. M. Charles Blanc happily describes it as 
• feeble.' 

Copy. Same d, BibL IX. 

This little print is undoubtedly a portrait, but as yet no 
clue has been obtained as to the original. A very fine im- 
pression from the collection of F. Seymour Haden, Esq. was 
contributed to the Rembrandt Exhibition at the Burlington 
Fine Arts Club in 1877. 



138. Rembrandt with a Flat Cap and Slashed Vest. 

{Rembrandt au bonnet plat.) 

Face slightly to the left, body turned to the right, from 
whence the light comes ; his hair is short and curly, his mouth 
is tightly closed. He wears a flat cap, which inclines over 
his right ear ; under a loose mantle is seen a slashed vest, 
open at the top and tied with a riband ; the background is 
clear, except a slight shading to the left, upwards, to the 
level of the eyes, as if of a shadow cast by the figure. There 
is an irregular clear space below about -^ in. deep. To the 
left near the top, is very faintly engraved Rembrandt. Date 
assumed y 1638. 

Dimensions: 3,7 — 2,5 ('094— •064). 

States: \st As described [Coll : BM. C. P. A. H.] 

2nd. The name is delicately re-etched in a formal hand 
[Coll : BM. C. P.] 

Copy. Same d The subject is enclosed in marginal lines 
2,6— 2,3 (-066 — '058) ; the background is darkly shaded to the 
level of the eyes. By Cumano. 

Copy rev. Also by Cumano. 

Copy lev. Rembrandt's name is seen in reverse under the 
shading to the right 

Copy rev. Tolerably good ; by James Hazard. 

Copy rev. The head only ; by Deuchar. 
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134. Rembrandt in Mezetin Cap and Feather. 

{Rembrandt au botinet ortU d^une plume,) 

Nearly full face, turned slightly to the left, the bust a 
little to the right ; he wears a cap of the kind called mezetin 
with a feather, and has moustaches and a thin beard ; the 
bust is covered with a rich mantle embroidered and edged 
with fur; the left arm comes from under this mantle, the 
wrist ornamented with a ruffle ; the hand, partly concealed, 
is placed upon the breast. A few cross-strokes are seen 
above the shoulder in the left background ; towards the top 
on this side is Rembrandt f,y and below it, 1638. 

Dmmsums: S»3— 4>i ('135— '^^S)- 

[Coll : BM. C P. A. H.] 

Copy. Same d, by De Claussin. The head only and the 
fur collar. It appears upon the upper left of a large plate, on 
which is also etched a head of an old man in a cap looking 
to the left, and below are a mule and muleteer, to the lower left 
is a sheep ; the shading in this copy is produced by regular 
cross- work. 

Copy rev. On a larger plate. The hair, harshly worked, is 
shaded on the left by regular right-to-left diagonals ; beneath 
the chin again are r^;ular diagonals, left to right \ this copy is 
by Cumano, and is also seen in counterproof, Le. in the same d. 
as the original 

Copy. Same d, BibL IX. 

Though this print is not uncommon, really fine impressions 
are rare. When rich in tone and exquisitely clear, as is the 
superb impression at Amsterdam, it is a work of singular 
beauty ; but the delicacy of the technic and the harmony of 
the shadows soon disappeared ; there is so great a variation 
from this cause that two States have been described ; the 
distinctive marks of the second being that it is without the 
name, and with a slight variation in the outlines of the 
features and in the expression ; but these are only the result 
of the wearing of the plate. At some later period the plate 
has been retouched, M. Charles Blanc suggests, by the hand 
of Basan ; this retouch he says is seen in some small vertical 
lines upon the right cheek. ^ 
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186. The Saint Catharine, or the Little Jewish 

Bride. {La femme de Rembrandt — la petite mari/e juive.) 

A half-length standing, the face a three-quarters turned 
to the right : her long light hair covers her back and 
shoulders, and is confined round her head with a little band 
set with precious stones or pearls ; she wears a loose gown 
with wide sleeves, fastened close under her chin, and her 
bands are joined ; in the lower right is seen part of a wheel, 
such as is introduced in pictures of St. Catharine, and which 
has given a name to the piece ; in the upper right is Rem- 
brandt f.y and below it, 1638. 2^ veAy<LL^ . 

Dimensiofis : 4,4 — 3,1 (•113 — '079). 

[Coll : BM. C. O. P. A. H.] 

Copy rev. At the top to the right is Rembrandt/,^ 1638. The 
shading generally is of regular work ; very accurate curved 
parallels darken the hair and shade the cheek, cross>work is 
seen beneath the hands, and regular verticals and diagonals 
behind the figure ; this copy is by Jan Both, in some impressions 
it bears his name. 

Copy rev. Deep shading is seen on the chin and neck and on 
the hair to the left, and regular cross-work inside the wheel ; 
this copy has also been printed as a counterproof, that is in 
the same direction as the original, inscribed No. 33. It is by 
NovellL 

Copy rev. An engraving by Hollar, easily recognised by the 
technic 

Copy. By De Claussin. I do not know it 

This very pretty little print is a study of Rembrandt's 
wife ; impressions are not uncommon ; the best have a little 
burr upon the band of gems and below the hands. 



136. The Head of Rembrandt and other Studies. 

{Griffonnements avec la tite de Rembrandt) 

Towards the top, and a little to the right of this leaf of 
sketches, is seen the head of Rembrandt only partly finished, 
full face, and wearing a cap. On the left is a rude sketch 
that cannot fully be made out.'^' Upon turning the print, 
placing what was the right side downwards, an old man and 
an old woman, each leaning upon a stick, are discovered ; 
their figures are bent ; the man is turning to the left, the 
woman to the right Above these is the head of an old 
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woman covered with a veil ; and below them, reversed, is the 
head of an old man. Date assumed, i639- 

Dimensions: 4,0 — 4,5 ('102 — '115). 

States : 1st. As described There are defects along the top 
and sides, as if the etching ground had been rubbed away 
before the add was poured on. [Coll : BM. C. A.] 

2nd. The plate is reduced at the top and sides, it measures 
3,9 — 4,1 ('099 — '105); those parts which were injured by 
tiie acid and were not cut away being burnished out [Coll : 
BM. C. P. A. H.] 

^rd. The plate has been still further reduced, only the head 
of Rembrandt remains. [Coll : A.] 

Impressions are found in which the background is tinted ; 
only the cap, face, and figures remaining white. We cannot 
fairly criticise this piece ; the face and hair of the principal 
figure, even in the earliest impressions, show the coarse re- 
work of another hand, underneath which is seen the more 
delicate touch of the master ; probably the plate in its true 
first state was never used, but when executed was laid aside, 
as injured, and was subsequently 'improved' and printed 
from by the possessor. 



137. Rembrandt leaning on a Stone Sill. 

{Rembrandt appuyi^ 

A half-length, the bust turned towards the left, but the 
face is nearly full. He has long moustaches and a tufl, and 
his hair, which is exquisitely worked, hangs in masses over 
his shoulders. He wears a mezetin cap vety much inclined 
over the right ear, and a richly worked mantle ; he is placed 
behind a piece of stonework, upon which his left arm is sup- 
ported ; the hand, on which is a glove, appearing from under 
the mantle, while his right hand is seen upon his breast ; a 
few strokes appear in the background to the lower right ; in 
the left upper comer is Rembrandt/.^ and below it, 1639. 

Dimensions: 8,1 — 6,4 ('aoa — '163). 

States: \st. The band of the cap above the left temple is 
not finished, the lightly executed hair appearing to pass over it. 
[Coll : BM. P. A.J 

ind. The band of the cap is completed [Coll : BM. 
C. P. A. H.] 
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I have seen an impression of this 2nd State in the collection 
of Monsieur Dutuit, of Rouen, in which Rembrandfs name 
and date, which should have appeared in the upper left, are 
wanting ; a careful examination assiured me that they had not 
been removed from the impression, but that they were never 
printed, simply because that part of the plate had been left 
uninked when this particular impression, which is a very early 
one and of great beauty, was drawn off. The occurrence of this 
variation is a valuable reminder that the absence of name and 
date does not necessarily constitute a State, 

Wilson says that ' this plate has been very well retouched' 
I think some impressions of the 2nd show a retouch, but it is 
very slight, and does not justify the creation of a 3^/ State. 

Copy, Same d., by Bartsch. Used as a frontispiece to his 
catalogue. The best impressions are before the framework 
which borders it in his large paper edition, 1747. [Bibl. V.] In 
a 2nd State he has surrounded the figure with a formal frame- 
work ; there is a broad, clear space below, within which, in a 
y^d State, appears, in Roman capitals, Rembrandt, Some parts 
of the original are omitted in the copy. 

Copy, Same d. The balustrade to the right is completed ; 
in the lower left is engraved Rembrandt, 

Copy, Same d, by J. W. Kaiser. This is used as a frontis- 
piece to a volume entitled Nederlands Schilderkunst, by Dr, 
J, Van VJoten, Amsterdam^ 1874. The same plate was used 
by Mr. Scheltema, Bibl. XXXV. 

Copy rev. of 2nd State by NovellL The balustrade is 
omitted ; it is No, 29 of his copies, and is inscribed below to 
the right R, Novelliinc, 1791. It is also seen as a counterproof, 
Le. in same d. as the original, but is not deceptive. 

Copy rev. by Denon. Low down to the left is Dn, 1783. 

Copy rev. by Worlidge. His name is in the upper right comer. 

Copy rev. on smaller plates by Burnet and Eirard. 

Copy rev., by Gersaint ? 

Copy. Same d, BibL IX. 

I have seen five impressions of the 1st State of this print 
in which the stone-work below and the balustrade behind the 
figure have been to a greater or less extent worked upon in 
pencil [Coll : BM. A.] Impressions of the 2nd State 
similarly treated are not unfrequent It is possible, I might 
say probable, from the character of the added work that in 
more than one of these the variation was executed by Rem- 
brandt ; but in two at least the pencil work was recent, and 
the handling bold without being skilful, showing much more 
the touch of Peters and of Thane than the execution of the 
master. 



No. 138 Studies and Portraits. 119 

And here let me suggest to the student that he would do 
well to regard with very great suspicion all the etchings on 
which pencil marks or tints of Indian ink appear, yet which are 
so commonly asserted to have been * worked upon by Rem- 
brandt' A practised hand will touch up and restore a faded 
impression or one from the worn plate with marvellous 
skill ; and a clever and unscrupulous draughtsman finds no 
difficulty in adding a few bold pencil lines. When we 
remember that these ' sophistications ' have been profitable, it 
is fortunate that they have not been practised to a still greater 
extent. 



/ 188. Wttenboogaert, *The Gold Weigher.' 

( Uytsftbogaert) 

He is represented sitting in his counting-house, nearly 
full face, but the figure turned towards the left His head 
inclines a little over his right shoulder, which gives great 
spirit to the attitude. His right hand, in which he holds a 
pen, rests upon a laige account book that lies open upon a 
desk placed on the table before him, and in his left he holds 
a bag of money which he is delivering to a man kneeling in 
the front, who is prepared to pack it in a cask that stands open 
at his left side. The Receiver's dress is of fine material richly 
edged with fur, and he wears the velvet ' mezetin ' cap, in 
which so many of Rembrandt's sitters are represented. In 
the left background, above a door hatch, two persons are 
waiting to enter. Among other accessories is, on the 
opposite wall, a large arched picture of the brazen serpent. 
In a clear space below the subject -^^ in. ('Ois) deep is to the 
left Rembrandt/. 1639. 

Dimensions: 10,0 — 8,0 ('254 — 'aoj). 

SiaUs: isf. The face of the Gold Weigher is a blank; light 
diagonals from right to left cross the top of the upright cask, and 
are continued down the sides of the cask, not, however, extend- 
ing across the top or side to the left ; the money is distinctly 
seen. [Coll : BM. P. A.] 

Wilson describes an impression of this 1st State which 
had been in the Denon collection, and which was then in his 
possession, in which Rembrandt had drawn in the head in a 
masterly manner, but the features are not those of the finished 
portrait, and bad worked over the whole with bistre, giving the 
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print the fine mellow effect of a painting ; he suggests that 
Rembrandt had waited for the actual portrait of the Receiver, 
leaving the vacancy for the face ; and in the meantime, in the 
impression here noticed, had supplied a countenance to please 
himself with the perfect effect This most interesting impres- 
sion is now in the collection of the Duke of Buccleugh, as is 
also a counterproof similarly completed. 

2nd, The face is finished ; a few delicate curved lines on the 
right, within the cask, are the only traces of the money ; the 
inside of the cask is shaded with vertical lines not seen in the 
1^/ StaUy which there take the place of the diagonals. [Coll : 
BM. C O. P. A. H.] 

There is an impression of this State in the British Museum 
on thin paper, below which is written Capt Baillie certifys this 
to be the original Print of y Banker IVittenbogard^ commonly 
called the Goldweigher^ engraved by Rembrandt in 1639 \ ^^^ ^ 
the back of the impression is, Presented by Thomas Wilson, This 
is the Thomas Wilson, author of * A Descriptive Catalogue,' etc. 

A fine impression of this State in the collection of John 
Webster, Esq., of Aberdeen, is without the name and date ; this 
has not been removed from the impression, but it is evident 
that a piece of paper had been placed over the name and date 
upon the plate before the impression was printed. This im- 
pression appeared in the Rembrandt Exhibition of 1877, where 
it was erroneously described as a 3^/ State^ the name and date 
being erased^ Mr. Webster has since kindly forwarded the 
impression to me for further examination, and as the error in 
description was my own, I have less hesitation in correcting it 

3^/. The money is seen again more clearly marked, but only 
on the right side. The shaded side of the cask is reworked 
thus — It had a vertical, a horizontal, and a series of very regular 
diagonal cross-lines from left to right and right to left ; a few 
strongly given diagonals from left to right are now added, which 
form a more acute angle with the verticals than do those first 
described and which are still seen. Again, under the right leg 
of the kneeling boy is seen the foot of the Receiver's chair. 
In earlier States the vertical lines in the shading do not extend 
by about -^ in. ('002) so high as the level of the foot of the 
chair ; in this y^^ State some strongly given verticals are added 
which rise above the level of the chair foot, these lines are 
thick below and end sharply upwards ; there are other signs of 
rework, but they are not easy to describe. For variations see 
^Uitc II. figs. 12, 13. [CoU : BM. C. R A. H.] 

Copy, Same d, by Captain William Baillie. He has given 
a more upright carriage to the head, which to those who know 
the original will at once distinguish it ; there is a variation in the 
folds of the mouth of the money bag held by the Receiver, see 
IJliitc II. fig. 14. Another is in the absence of right-to left 
diagonals across the top of the cask. In the middle of the 
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clear space below is engraved Scilicet improba cfescunt drviticc^ 
on the right is his monogram W. B. interlaced, to the left is 
Rembrandt f. 1639. Impressions are found without the inscrip- 
tion and monogram. 

Copy. Same d, by James Hazard, an English engraver, who 
died at Brussels in 17S7. There is no writing in the book 
beneath the Receiver's hand. I have never seen this copy, but 
am told it is badly executed 

Copy rev. Of no merit, possibly the copy by Van Bruges 
referred to by WSson. 

The technic in this print of the Grold Weigher is of such 
different quality that connoisseurs have agreed in assigning 
the inferior work to another hand The principal figure is 
undoubtedly by the master, and the little figures to the left 
are probably his ; but most of the details, if designed by 
Rembrandt,. must have been etched in by an assistant The 
contrast is very marked in the best impressions. 

The name of the Receiver, like that of the Remonstrant 
minister, is variously spelt Wttenboogaert, Uijtenbogaerd, 
and Uijtenboogaert To distinguish him from the minister 
I have used the Dutch spelling as it appears in Rembrandt's 
correspondence with Huijgens [Bibl. XXXVII. p. 196]. He 
was the Receiver to the Estates of Holland, and lived at 
Amsterdam. I have not been able to learn any particulars 
of his history ; but some information could, no doubt, be 
obtained. 



189. An Old Man lifting his Hand to his Cap. 
( Vieillard partant la main d son front) 

The bust is in outline only ; the head, the hand, and the 
arm are finished. The head is that of an old man with a 
large beard wearing a velvet cap placed on one side ; his left 
hand is raised, either in the act of saluting another, or to 
shade his eyes from the light while he looks at some distant 
object. Date assumed, 1639. 

Dtmensims: 5,4—4,5 C^S^— ''^S)- 

rCoU: BM. C. O. P. A. H.] 

There is only one true State of this print, which is that 
described ; the ix/, as given by Wilson, varies so very slightly 
in size, that it is unsafe to distinguish it as a State. Early 
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impressions have the background discoloured, the plate-edges 
rough, and the outlines of the bust full of burr. 

One hundred and thirty years later, viz. in 1770, the plate 
found its way into the hands of a print dealer, Trible, of Berlin. 
He employed Le-Sueiu: to design, and George Fredk. Schmidt 
to execute, certain additions to this head, lliey have represented 
the old man, a three-quarter length, standing, having just risen 
from his chair. He wears a clodc bordered with fur, with fur 
cufis and collar, and over his closely fitting under-dress is a 
medallion, hanging by a chain ; he is in a library, surrounded 
by shelves of books, etc. Only fifty impressions were taken, as 
we learn from an inscription on one of them — Engravk par 
Schmidt \ 50 ipreuves seulemmt 

Copy. Same d Very deceptive ; in the original, left-to- 
right diagonals shade the right temple and forehead ; an acci- 
dental stroke crosses and shades the nail of the little finger ; 
these diagonals are wanting in the copy, and the nail is partly 
shaded with very short horizontals. It bears no name, but is 
by James Bretherton. 

Copy, Same d. The nose is thick and coarsely designed, 
the eyes are almost lost in the shading ; above, to the left, is 
J^t (1639). The technic and the form of the inscription cause 
me to attribute this plate to Cumano. Though indifferently 
executed, it will be seen that the copyist has hit upon the 
probable date of the piece. 

Wilson, from the position he gives this print, evidently re- 
garded it as a portrait 



V 140. A Jew with a High Cap ; a Full Length. 

{J^if ^ grand bonnet.) 

He is represented a little to the left of the piece, walking 
towards the right, and wearing a high cap, the same width 
from top to bottom, and crossed by a strap ; he leans his 
right hand upon a stick, and points forward with his left ; his 
dress is ragged ; the upper leather of his shoe is separated 
from the sole, allowing his toes to appear. In the middle of 
a clear space below is Rembrandt f. 1639. 

Dimensums: 3,3 — 1,7 (-084 — '043). 

[CoU : BM. C O. P. A. H.] 

Copy rev. On a larger plate. Novelli^ No. 40. 

Copied also by J. Overlaet upon a plate on which he has also 
etched the woman from Two Beggars^ a Man and a Woman 
conversing^ No. 37. 
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14L A Beggar standing, seen in profile to the 

Left. {Gueux debaut.) 

He is very ragged ; he wears a high cap with a coarse fur 
border and a flap over his ear ; a pouch is at his side, and his 
hands rest upon a clumsy stick ; an irregular line, carelessly 
drawn, as if marking where the copper should be cut, crosses 
the top of the plate, touching his cap, and is continued half- 
way down the right side. Date assumed^ 1639* 

Dimensions : 3,4 — 1,8 ( '087 — '046). 

[CoU : BM C O. P. A- H.] 

Copy rev. On a lower and wider plate, 3,1 — 2,2 (-079 — '051). 
Copy rev. The scratch on the plate is wanting. Below, to 
the left^ is D.Deuchar fecit 

Copy rev. By Le Gros. The copy is not deceptive. 



142. Three Beggars, a Man, a Woman, and a Child. 

( Un gueux et sa femme,) 

The man is to the right, the woman and the little child 
are to the left of the print He holds a staff in his left hand, 
and has a pack upon his back ; the woman is seen in front, 
with a broad hat ; the child is only sketched in outline. The 
figures cast shadows on the left foreground, while along the 
right side and across the top is a shading in a somewhat 
arched form. Date assumed^ 1639. 

Dimensions: 2,6 — 2,7 ('066 — '069). 
[Coll : A.] 

The only impression known is at Amsterdam. It is a 
pretty little print and full of burr. 

Copy. Same d, Bibl. IX. 



143. A Physician feeling the Pulse of a Patient. 

{Midecin tdtant le fouls d un malade) 

He IS standing a three-quarters to the right ; wearing a 
turban and a cloak edged with fur, with a broad belt above 
his waist; with his left hand he feels the pulse of a sick 
person, who is laid upon a bed, and seen from behind. Date 
assumed^ 1639. 
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Dimmsians : a,7— 2,1 {•069^*053). 

[Coll: A.] 

Copy. Same d, BibL IX. 

This very interesting sketch is a study in reverse for the 
physician who is placed by the bedside in The Death of the 
Virgiuj No. 207. The print is excessively rare ; I have my- 
self only seen one impression — that in the Collection at 
Amsterdam. 

141 Two Women in Separate Beds, etc. {Griffanne- 

ments gravis en diff/rents sens de laplatuhe) 

Towards the lower right of the piece is a woman lying in 
bed with her arms outside the bedclothes ; part of a curtain 
is seen hanging down near her head ; below her arm is a 
female head lightly sketched. To the left are two busts of 
old men ; the foremost has a large beard, and wears a high 
cap turned up with fur ; the other behind him is beardless, 
and wears a slouched cap, they are turned towards the 
right Above the latter are an old man and an old woman, 
seen to the waist, lightly etched ; they are directed towards 
the left. On turning the print the bust of an old woman is 
seen in the upper left, wearing a fur hat ; lower down is a 
woman lying in a bed, apparently asleep. Date assumed^ 
1639. 

Dimensions: 5>3— 6>o (•^SS— '^SS)- 

[Coll : BM. C. O. P. A. H.] 

The plate was afterwards cut An impression from part of 
the cut plate 2,2 — 2,6 ('056 — '066) is at Amsterdam. It con- 
tains the two men from the lower left of the original plate. 

The various figures are sometimes found on slips cut from the 
impressions of the whole plate. [Coll : C] 

It has been suggested that in one of these reclining 
figures we have a first study for that in the Death of the 
Virgin^ No. 207. 

145. Portrait, unknown, of an Old Man with a 
Divided Fur Cap. ( Vieillard au bonnet fendu) 

His face is a three-quarters, turned to the right ; his beard 
is large and bushy ; on his head is a high fur cap, divided in 
the middle. He wears a cloak, open in front ; his breast is 
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crossed by a broad girdle, on which he rests his right hand. 
Three or four lines, executed in dry point, cross the lower 
part of the print from -j% to -j2^ above the edge of the plate. 
In the upper left corner is Rembrandt/., and below it, 1640. 

Dimensions: 5,9 — 5,4 (•150 — '138). 

[Coll : BM. C. O. P. A. H.] 

In the Sale Catalogue of Robert Dumesnil an impression is 
described, Lot 244, having 'the mouth faintly marked and with 
the burr.' The compiler of the catalogue adds, * This State 
leads me to think that there must be a prior State, where the 
hand instead of being closed is placed on the chest' I do not 
see that there is sufficient ground for this suggestion; late 
impressions show some indistinctness about the hand, but in 
earlier impressions it is clearly outlined ; these earlier ones show 
burr in the folds of the drapery to both left and right, and in 
the deep lines which cross the lower part of the plate, and also a 
little about the hand 

Copy. Same d. in mezzotint There is a slight difference in 
the size of the plate. 

Copy rev. Very poor. By John George HerteL 

Probably this is an actual portrait, although the original 
is yet unknown. The costume is a semi-military or official 
one ; the fur cap, singularly shaped, appears in pictures 
of that period, and is nearly always worn by some one whose 
place in the picture implies considerable social position. Thus 
one of the foremost among those who are grouped before 
Queen Tomyris, in Rubens' celebrated picture, is a soldier, 
evidently of the highest rank, wearing just such a cap, and 
looking on with the sublimest fwnchalance while the head of 
Cyrus is dipped into the pail of blood. It will be remarked 
that Rembrandt has humorously placed a ragged and gro- 
tesque imitation of this cap on the heads of one or more of 
his most abject beggars. ^ 



146. CORNELIS Claesz Anslo. {ComeilU Anslo) 

He is seated in an armchair behind a table, upon which 
are a pen-case and inkstand ; he holds a pen in his right 
hand, which rests upon a book placed upright upon the table ; 
with his left he points to another book lying open before him, 
while he turns his head towards the left as if about to address 
himself to some one. He wears a gown trimmed with fur, a 
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ruflf, and a broad-brimined hat Upon the back of a chair, 
placed to the right, is Rembrandt/,^ and below it, 1 641. The 
figure 4 is reversed. 

Dimensions: 7,3 — 6,2 (•186 — '158). 

States: 1st. A reflected light is seen on the upper part of the 
right cheek, the eye, and the forehead ; the lower part of the 
hat-brim to the left is not outlined The shading on the left 
sleeve is mainly by a ciured line in the direction of the arm, 
from the elbow to the wrist, ie. from right to left ; a clear border 
of rather more than -^ iiL ('007) at the bottom allows only a 
very narrow shading upon the front of the table. [Coll : BM. 
O. P. HJ 

2nd. llie reflected light on the left cheek, etc., is worked 
over, the right edge of the hat-brim is outlined, the left arm has 
a curved cross-stroke from left to right, and the shading below 
carries the subject to the bottom of the plate. [Coll : BM. P.] 

3n/. The reflected light on the cheek, etc, is restored by the 
aid of the burnisher, and some rather coarse work appears on 
the side of the face. [Coll : BM. C P. A.] 

4M. The clear space at the bottom of the plate is restored by 
the burnisher to nearly its first dimensions ; it measures, at the 
right, rather less than more than ^ ('007), and its upper border 
is irregular. [Coll : BM. A] 

The plate still exists, but does not seem to have been worked 
upon, since impressions on modem paper have no variations 
beyond what result from the worn state of the plate. 

Cofy^. Same d. Attributed by Bartsch to Solomon Savry. 
It has many variations ; among them is this, that the cushion- 
tassel which is seen close by the table-cover to the left is in the 
original shaded only by downward lines, while in the copy it has 
strokes crossing in four directions. In the dear space below 
are four Dutch verses, beginning Siets Ansloos beelienisy die van 
Godts yver biaeckt^ etc ; which may be tlius translated, * Behold 
the portrait of Anslo, who is inflamed with zeal to God His 
heart, rejoicing in good, forsakes the delights of the world for 
the edification, salvation, and consolation of the members of the 
Church, who rely upon the aid of Him who is their Shepherd' 

In the British Museum is preserved the actual drawing by 
Rembrandt for this portrait. It is in red chalk, of course in 
reverse, and is indented along the principal lines, showing 
where the style had traced them on to the prepared copper 
beneath. This most valuable drawing was formerly in the 
Galichon Collection, from which it was transferred to the 
Hugh Howard, and was secured for the Museum before the 
latter collection was dispersed. It bears the signature and 
date, Rembrandt/. 1640. 
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Cornells Claesz Anslo was connected, though distantly, 
with the family of Rembrandt. A Pieter Claesz van Me- 
denblick, son of Claes Fetersz, married in 1584 Marijtge, 
Rembrandt's aunt Another member of the Claes family 
was named Rembrandt Anslo ; the Rembrandt was corrupted 
into Reijer, hence, as M. Charles Blanc points out [Bibl. VIII. 
voL ii. p 36], the name Renier, which Gersaint was the first to 
give to this portrait Reijer's portrait has been painted by 
Flinck, and bears no resemblance to this etching, which is a 
likeness of Comelis, a Mennonite Minister of Amsterdam. 
I can learn no particulars as to his age or date of death. 



147. Portrait. A Man with a Crucifix and Chain. 

(Ecrivain dans le costume du seizihne sikle) 

This is a half-length, and evidently a portrait His hair, 

light and abundant, is cut short over the forehead and hangs 

in masses upon his shoulders ; he wears a small skull-cap or 

calotte ; his dress is richly ornamented, the upper part, 

apparently of linen, fits close to his neck, where is seen a 

small turned-back white collar ; a mantle of fine fur is thrown 

over his right arm. He holds a pen, with which he is 

preparing to write on some paper lying before him, and his 

left hand rests upon a book. A few books standing upright 

are seen close by the left edge of the plate ; the whole of the 

rest of the background is shaded. A clear space -^ in. deep 

('023) is seen below the subject, in the left of which is 

Rembrandt/. 1641. 

Dimensions: 6,1 — 4,1 ('155 — '105). 

States : ist. The small white collar does not appear, the upper 
part of the dress being finished with a nanrow band. The work 
nowhere reaches the edges of the plate. Some short slipped 
strokes, a continuation of the shading below the left elbow, and 
the lower outline of the book, are seen in the clear space below 
the subject j;Coll : BM. P.] 

An interestmg impression of this very rare ist State is in the 
Collection of his Grace the Duke of Buccleugh. The collar has 
been sketched in red chalk and afterwards partially erased. It 
is possible this was done by the master himself as a suggestion 
for the next State, which certainly is an improvement m this 
respect upon the 1st. 

2nd, The small white collar is added. The work is continued 
half-way up the edge of the plate, on the right side, and along 
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the whole of the left with the exception of two places, one at the 
top of the book nearest to the plate-edge, the other in the upper 
left comer ; the lower part of these books near the plate-ed^e is 
shaded with descending lines from right to left, and verticals 
deepen the shading behind the left elbow. [Coll : BM. C O. 
P. A. HJ 

^rd. The plate has been reworked with dry point, and the 
shadow all round the figure is deepened ; the white space at the 
top of the book to the left is covered wiUi fine nearly horizontal 
work ; the slipped strokes, etc, in the clear space below to the 
right, have been burnished out [Coll : BM. A.] 

4/A. The background is finished to the top of the plate. This 
impression may be in some of the large collections, but I have 
omitted to remark it The plate had no doubt passed into 
other hands when the ^rd State was created I have met with 
impressions both of this and of the ^rd State tinted with ink, in 
which the artist (?) has not been careful to preserve even the 
outlines of the figure and of the hair. 

It would be very interesting to ascertain for whom this 
portrait was intended. It is evident from the careful execu- 
tion that it is no fancy piece, but an actual likeness. I have 
not been able to verify it, but hope that some student with 
greater opportunities will succeed in doing so. 



148. Portrait of a Boy, Half-length. {Guillaume IL, 

enfant.) 

The face and figure are those of a child from seven to ten 
years of age ; the head, which is uncovered, is nearly a profile, 
turned to the left ; the hair is rather short, thick, and curly. 
He wears a close-fitting, childish dress, fastened at the waist, 
with waistband, full sleeves, and wide falling collar. The 
background is not so much shaded as filled with irregular 
scratches, which were on the plate before it was used for the 
portrait Near the top, to the left, is Rembrandt f. 1641, 
The final figure is not always visible. 

Dimensions: 3,7 — 2,6 ('094 — '066). 

[Coll : BM. C. O. P. A. H.] 

Copy. Same d Below is engraved Le Fils de Rembrandt 
[Coll : A-] 

Copy rev. The line of the jaw is hard and angular. By 
F. Novelli ; his No. 32. 

Copy. BibL IX. 
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In the earliest and best printed impressions not only is 
the final figure of the date visible, but other slight variations 
are seen ; the nose is thick and clumsy from a double outline, 
which is either burnished out or disappears as the impressions 
were taken off; there are not, however, variations sufficiently 
important or distinctive to warrant the creation of a 2nd 
State. 

M. Charles Blanc considers this a portrait of William II. 
of Nassau, Prince of Orange. With this opinion Vosmaer 
does not agree, though without giving his reasons for dissent. 
For my own notes upon this portrait see page 109. 



149. An Old Woman reading. ( Vieille portant lunettes 

et lisant.) 

An old woman, a half length, seen nearly in profile, seated, 
and turned towards the right. She wears a large cap, which 
conceals her hair ; she wears spectacles, and holds an open 
book in her hands, in which she is reading with great atten- 
tion. Some cross-work is seen in the background, on the 
right, as high as her forehead, and a few scratches to the left 
The plate is much soiled, especially towards the top, possibly 
from some injury with the acid ; the plate-edges, too, are 
uncleaned. Date assumed^ 1641. 

Dimensions : 3,0 — 2,6 ( '076 — •066). 

[Coll : BM. P.] 

Copy rev. The spectacles are hung by a very evident string, 
which comes fi'om the middle of the hair over the forehead 
This copy appears also as a counterproof, and might be passed 
off as the onginal It is by Cumano. 



160. Rembrandt's Wife — dying. {La femme de Rem- 

brandt malade) 

A three-quarter length, seen nearly in front ; the head is 
inclining forward, and slightly turned to the right; the 
expression is one full of pain and sadness ; a hood covers 
her head, and hangs down on either side ; the rest is only a 
sketch, but she appears to be propped up in bed, her hands 

K 
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concealed under the clothes ; there is a little shading in the 
background. Date assumed^ 1642. 

Dimensums: 2,4 — 2,0 (•061 — '051). 

rCoU : BM. C. P. A. H.] 

In the Collection at Amsterdam is an impression which has 
been tinted with the efifect of deepening the shadows, but I do 
not think it is an improvement 

Copy. Same d, Bibl IX. 

It was the happy discovery of M. Charles Blanc, that in 
this very touching little sketch is preserved a portrait of 
Rembrandt's dying wife; its probable date is the year of 
her death, and though the features are worn and altered, as 
we ourselves too often witness them in illness, we can yet 
recognize the face of Saskia. 



161. A Young Woman with a Basket. {Lajeunefilk 

aupanier,) 

This is a three-quarter length, a profile, turned to the 
left ; her hair is fastened into a knot behind, but falls a little 
over her ear. Two bands passing round her back hair hold 
in its place a flat cap which comes forward over her forehead ; 
a tippet covers her shoulders ; she has a basket upon her 
right arm, and below her left hangs a kind of pouch or 
pocket ; her shadow falls on the background half-way up to 
the left. Date assumed^ 1642. 

Dimensions: 3,4 — 2,4 ('087 — '061). 

States : 1st. The plate is wider at the top than at the bottom ; 
impressions show a little buir, a spot of it is seen at the comer 
of the basket where it touches the dress ; the background is a 
little scratched and soiled. [Coll : BM. P. A.] 

2»f. The plate is cut square. [Coll : BM. C P. H.] 

Copy rev. Not deceptive. 

Ccpy. Same d., Bibl IX. 



162. A Man in an Arbour. (Homme sous une treUle.) 

An elderly man is represented sitting behind a table in 
an arbour ; his face is to the front, but he is seated towards 
the left ; he has a short beard : his head is covered with a 
mezetin cap which is raised above his left ear, but falls over 
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his right ; his left hand rests upon the table, and he appears 

to be pointing to some object vrith his right A line in dry 

point crosses the top of the plate about -^ in. below the 

plate edge ; immediately below this to the left is Rembrandt 

f. 1642. 

Dimensions: 2,8 — 2,2 ('071 — '056). 

[Coll : BM. C. P. A. H.] 

Copy. Same d. The print is carefully finished, the pot of 
flowers to the right is almost a study ; by Deuchar. 



163. Three Peasants travelling. {jPaysan avec femme 

et enfant,) 

A peasant in a slashed and puffed doublet (Bartsch says 
with many seams or folds) and a high-crowned hat, the brim 
of which projects over his eyes, is walking towards the right ; 
he carries a knapsack on his back, has a stick in his left hand, 
and with his right leads a little boy ; a woman with a child 
at her back follows them. Placing the print sideways, so 
that the left side is downwards, a peasant's head with a hat 
is seen, but it is not always easy to make out, since it is 
lightly executed, and only printed clearly on the best im- 
pressions. Date assumed^ i^3* 

Dimensions: 4,5 — 3,6 ('115 — 'opi). 

rCoU : BM. C. O. P. A. H.] 

Tliere are no States. The earliest impressions have the 
background and plate-edges soiled, and are sometimes found on 
India paper. The late M. de Brou gave me a description of an 
impression in the collection of the Due d'Arenberg, showing 
some coarse rework. The plate is, I believe, stiU in existence. 

Copy rev. This is by Deuchar, ^o has introduced a laden 
ass into die left foreground. 



164. Sketch of a Tree, etc (Griffannement avec un 

arbre.) 

A tree is lightly sketched near the middle of the piece, 
reaching almost to the top ; a little figure stands to the left, 
and what appears to be the trunk of another tree close to the 
left plate line. On turning the print, part of a man's head is 
seen ; the cap and part of the face near the right eye are 

K 2 
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highly finished ; the left eye has been engraved, but removed 
again with the burnisher ; a part only of the eyebrow remains. 
Above the cap a single eye is engraved, and to the right a 
small sketch of hair. Date assumed for the tree^ 1643* 

Dimensions : 3, i — 2,7 ('079 — '069). 

[Coll : BM. C. O. P. A. H.] 
Copy. Same d, Bibl. IX. 



166. Jan Cornelis Sylvius ; an oval Portrait. 

(Autre portrait de Jean Comeille Sylvius) 

The subject is an oval within a square plate. He is 
represented leaning slightly forward, nearly a full front, but 
his face a little to the left ; his right hand is held out as if 
addressing an audience ; the fingers of his left are placed 
within the leaves of a book which lies closed upon a table or 
desk in front of him ; his hair and beard are thin and grey. 
He wears a calotte and a gown lined with fur, which appears 
at the short sleeves and turned back folds in front Behind 
is a broad pillar ; to the left a curtain is drawn back ; the 
fold of this curtain, the extended right hand, and the book 
respectively cast their shadows beyond the outline of the 
oval. Within the subject at the top is Rembrandt^ 1646. 
Below the oval, divided from it by a line, is a clear space, 
2,6 ('066) deep, in which are sixteen Latin verses, beginning. 
Cuius adorandum docuit etc., while round the oval is a legend 
referring to the portrait — Spes mea Christus etc. 



Dimensions: 



The plate is 11,0 — 7,5 ^279 — •191). 

6,3 ("191— 161). 



The oval is 7,5 

States: 1st, The plate is soiled and shows numerous slight 
scratches ; there is one, deeper than the rest, which begins 
about an inch from the upper right comer, and descends dia- 
gonally to the right. The late Mr. Tiffin, so well known for his 
extraordinary knowledge of prints, was the first to notice this, 
but it was not until Mr. Holford opened for me his very choice 
coUection that I could verify Mr. Tiffin's observation. There 
is, I believe, only one other impression on which this mark 
appears— that in the Collection of the Duke of Buccleugh. 
It is this latter impression of which Wilton speaks in his 
Catalogue, p. 194, as being the finest known. It came originally 
from some member of Sylvius's own fiunily, and was acquired 
by Josi from the De Bosch Collection, from vrhich it passed 
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through the Edward Asdey and Aylesford into the Duke's pos- 
session. I must here correct an error which appeared in the 
Catalogue of the Rembrandt Exhibition in 1877, which I need 
not hesitate to do, since the mistake was my own. I had sup- 
posed that the impression then contributed by Mr. Holford was 
the one described by Wilson, and therefore added a note to that 
effect ; it was not until afterwards when I had made myself 
acquainted with the Duke's collection at Dalkeith that I dis- 
covered my error. Mr. Holford's impression, which is of great 
beauty, was also from the Aylesford Collection ; and it is to be 
regretted that the compiler of the MS. Catalogue of hb Lordship's 
Rembrandts did not add a note to tell us through whose 
hands it had passed before it entered his portfolios. Two finer 
impressions than these described it is impossible to conceive ; 
full of burr, transparent even in the deepest shadows, and 
exquisitely printed, no others will bear comparison with them : 
they are absolutely unrivalled. The student should not fail to 
remark that these impressions are not only the finest, but were 
also Heat first taken from the plate; the theory that later im- 
pressions from a plate are generally superior is, in this instance 
at least, shown to be untenable. I do not say that first im- 
pressions are invariably the best, but here there is no room for 
doubt I can only express my r^et that there is not, to my 
knowledge, an impression of this State in any public collection 
to which the student may refer. 

2nd. The scratch in the upper right comer is burnished out, 
leaving in good impressions a lighter space upon the copper. 
[Coll : BM. C. O. P. A. H.l 

Copy rev. There is no shading upon the wristband of the 
hand that holds the book ; in the upper right is F. NovdU inc. 
1792. It is his No. 3a 

Copy rev. The figure is placed within a window frame of 
stonework. This is by Jean Frederic Bausse. 

Copy. Same d., BibL IX. 

In the Gallery of the Cardinal de Fesch was a portrait 
bearing the name of Juste Lipse. Vosmaer relates [BibL 
XXXVII. p. 260J that he discovered in this portrait the like- 
ness of Sylvius ; it was painted in 1644, Sylvius having died 
in the year 1638. A pen-and-ink sketch, which may have 
been used for this portrait, is described in the Catalogue of 
Frenzel, in 1837, which passed with the rest of the Collection 
into the possession of the King of Saxony. A study for the 
print is in the British Museum ; it is drawn in sepia with a 
reed pen, in an oval 7,5 — 6,5 ('191 — •166), and is in a reverse 
direction; it came from the Howard Collection, and was 
acquired by the Museum previously to the public sale. The 
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picture, once in the Fesch Collection, is now in that of Mr. 
Carstenjen, of Cologne. For further notes on Sylvius, vide 
No. fa^ //o. 

166. An Old Man resting his Hands upon a Book. 

( Vieillard en mMitation) 

An old man, seen in profile, with a large beard, and wear- 
ing a close-fitting cap. He is turned to the right, resting his 
crossed hands upon a book placed upright before him upon a 
table ; in his right hand is a pen. Date assumed, 1646. 

Dimensions: 5,3 — 4,2 (-135 — •108). 

States: 1st, As described, before the work in dry point which 
distinguished the 2^ State, 

This impression was in the collection of Heir Karl £. von 
Liphart, of Florence (see his Catalogue, No. 1419). 

and. The lines which define the shoulder, tiie back, and the 
under part of the arm are worked upon in dry point which in 
early impressions shows the burr ; below the colku on the back 
of die shoulder is a lefl-to-right zigzag forming something like 
the letters W W, [CoU : BM. C. P. A. H.] 

Copy. Same d., Bibl. IX. 

This print has been called An Evangelist Meditating^ but 
I see no reason to remove it from this class. 



167. A Beggar Woman asking Alms. ( Vieille mendi- 

ante,) 

An old beggar woman is on the left of the plate, stooping 
and turned towards the right ; she wears a close cap and a 
short cloak ; her right hand is extended, as if asking for alms, 
and she rests the left upon a stick ; behind her is a bank, 
which reaches as high as her elbow. Low down to the left is 
Rembrandt^ 1646. 

Dimensions: 3,2 — 2,5 ('oSi — •064). 

[Coll: BM. C. P. A. H.] 

In early impressions the edges of the plate are uneven and 
soiled, but the subsequent alterations are not sufficiently im- 
portant to constitute a State. 

Copy, Same d., by Deuchar, 3,1 — 2,1 (-079 — -053). In 
the original, the shadow of the bag hanging at the woman's side 
is expressed by left-to-right diagonals ; this shadow is wanting 
in the copy, which is also unfinished about the feet 
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Copy. Samed Etched on a plate 7,0 — 4,8 ('lyS — '123). 
On Uie same plate in the opposite direction is a copy of No. 
31. The angles axe marked by which the plate could be cut to 
the same size as the original, and there are impressions from 
the plate so cut This copy may be known by the regular and 
delicate cross-work which shades the hinder part of the old 
woman's skirt By De Claussin. 



158. Ephraim Bonus. {Ephrmm Bonus, dit le Juif d la 

rampe.) 

He is represented standing on the lower steps of a stair- 
case, his right hand resting upon the balustrade. His hair is 
short and dark ; his features have a thoughtful expression, as 
if deliberating on the case of a patient. He wears a wide- 
brimmed and high-crowned hat ; a short cloak hangs upon his 
left shoulder and is seen behind his right ; he has a broad 
white collar and a white cuff at his wrist. Upon the fore- 
finger of his right hand is a large signet ring. The background 
is shaded throughout In the right lower corner, not very 
easy to decipher, is Rembrandt f. 1647. There is a clear 
space 1,3 ('033) deep, as if for an inscription. 

Dimaisions: 9,5 — 7,0 (-241 — '178). 

States: 1st. The fingers are not shaded; the ring and the 
stone are black; the lower part of the cloak, which hangs in 
front on the right, has a dear light along its outline ; the ban- 
nistersy especially that to the left, are unfinished, and the vertical 
strokes shading the handrail do not reach its lower outline. 
[Coll : BM. A. J 

Only one other impression is known. It is in the Collection 
of R. S. Holford, Esq. who contributed it to the Rembrandt 
Exhibition of 1877. 

2nd, A light vertical shading appears upon the fingers ; the 
ring and the stone are white trough die removal of the 
burr ; the lower part of the fold of the cloak is worked over ; 
the shading on the bannisters and verticals .on the handrail are 
completed. [Coll : BM. C. O. P. A. H.] 

The variations which distinguish the 2nd State have certainly 
added to the beauty of the print ; the effect of lowering the high 
lights upon the cloak and the balustrade is to produce a greater 
harmony of tone, and give less prominence to the unimportant 
parts of the picture. 

Ccpy. Same d., by Amand Durand, in 'The Portfolio,' April 
1878. 
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It will be seen that I have retained the usual title of 
Ephraim Bonus for this portrait It would seem to me mere 
affectation to substitute for it a name by which he was 
probably never addressed from the day he commenced prac- 
tice in Amsterdam. When the name appears below the 
impressions of the portrait it is always Bonus \ thus in the 
Rembrandt Exhibition of 1877 Mr. Holford contributed a 
2nd State, placed on the same mount as his superb impression 
of the 1st, below which was inscribed, in old ink of Rembrandt's 
time, ek jootsclien Doctoor Bonus. 

In the Gallery of Mr. J. P. Six, of Amsterdam, is a portrait 
of Ephraim Bonus on panel, probably taken in the same 
year ; and as it is in a reverse direction, this etching is no 
doubt a reproduction of it. The picture is catalogued by 
Smith No. 258, Vosmaer [Bibl. XXXVII. p. 542] {^uide also 
•The Portfolio,* April 1878, ed. by P. G. Hamerton). 

Jan Lievens also etched a portrait of Ephraim Bonus. 
He has represented him seated in a chair to the right ; the 
likeness to the Jewish doctor is preserved as in Rembrandt's 
portrait, though he appears as an older man. Lievens's work 
was printed by Clement de Jonghe ; and below is the inscrip- 
tion, Dr. Ephraim Bonus Medkus HebrcBus etc. 

Ephraim Bueno, or Bonus, by birth a Portuguese Jew, 
established himself as a doctor of medicine at Amsterdam, 
where in 165 1 he obtained the rights of a burgher. In early 
collections of Rembrandt's etchings this portrait was known 
under the name of Het Doctoortje (the little Doctor), and some 
impressions of the plate are so inscribed. Scheltema speaks 
of a Joseph Bonus, probably the father of Ephraim, who 
attended Prince Maurice in his last illness in 1625. 



169. The Portrait of Jan Six. {Le bourgmestre Six.) 

He is represented a full length, standing on the right side 
of the print, and leaning with his back to a window, the lower 
casement of which is open. He is bare-headed, and his long 
light hair falls upon his shoulders ; his close-fitting dress is 
open at the top, with a large white collar, to which tassels are 
attached. With both hands he holds a folio pamphlet, in which 
he is attentively reading. This pamphlet, from its shape and 
size, is no doubt a copy of his own tragedy of ' The Medea,' 
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possibly the identical thin folio long preserved in the Six 
family, and now in the Museum at Amsterdam. On the 
chair opposite to him, on the left of the print, is a parcel of 
the same folios, the upper one open, as if just delivered from 
the printers. His cloak is thrown off, and lies partly in the 
window seat behind him, and partly on a table to his right, 
where also are seen his sword and belt ; while his cane leans 
against the wall above the table, and his hat and a second 
short sword are hung above. A curtain, drawn back about 
the middle, hangs by the right side of the window. The floor 
is covered with fine matting. Below the print is a narrow 
clear space, in which is engraved to the left, Jan Six JE 29, 
and to the right, Rembrandt f. 1647. 

Dimensions: 9,7 — 7,5 ('246 — '191). 

States : 1st, Before the name and date, and before the in- 
scription ; a sill appears in the window, rising to about halfway 
up his arm. Only two impressions are known. [Coll : P. A.] 

2nd, The window sill is burnished out The name and date 
appear in the lower right, but the figures 6 and 4 are reversed. 
This is generally found on yellowish paper. [Coll : BM. A.] 

^rd. The figures are placed correctly, and the inscription in 
the lower left is added. On worn impressions some slight 
additional work can be detected upon the hat and stick, but it is 
not easy to descnbe. This yd State is generally printed on 
thickish white or stained paper. [Coll : BM. C. P. H.] 

Copy, Same d., by Basan. for the variations which dis- 
tinguish it, vide £iBt£ III. fig. 16. 

Copy. Same a. Though not named, I do not hesitate to 
attribute it to Worlidge. The broad dark shadows which form 
a pattern on the wall below the window are wavy in the original, 
and have an upward direction towards the left, parallel to the 
lines on the floor ; in this copy they are not waved, and have 
an upward direction to the right, maJdng an angle with the lines 
on the floor. 

Copy. Same d. In mezzotint, by Richard Houston ; dated 
1761. 

Copy. Same d, reduced in mezzotint. An oval on a square 
plate ; dated 1762. The figure only is engraved, and seen not 
quite to the knees. This copy is also by R. Houston. 

Copy rev. Very poor. The shadow within the fold of the 
book is black, inscribed Francisco Novelli inc. 1791. It is his 
No. 25. 

The plate of this beautiful portrait is still in existence. I 
had the privilege of examining it in the summer of 1876, it 
having been lent by the present owner, Mr. J. P. Six, for 
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exhibition at Amsterdam. The more delicate work upon the 
copper is much worn, and it would not now produce any 
satisfactory impression. Gersaint, writing in 1751, tells us 
that no less than twenty-five impressions of the 3n/ State 
appeared in the Six sale [Bibl. I. p. 125], and probably more 
have been struck off, since some very indifferent prints in this 
State are occasionally seen. Impressions in the 2nd State 
are extremely rare. One of the few in private hands was 
contributed to the Rembrandt Exhibition of 1877 by R. S. 
Holfordy Esq. 

As an example of etching, this print will well repay a long 
and patient study. The accuracy of eye and hand requisite to 
work up the shadows was something marvellous ; the lines 
cross and recross in every ims^inable direction, but are never 
confused. While I write I have before me an impression of 
the 2nd State^ lent from a private collection. It is not 
possible to conceive a more beautiful and more perfect 
triumph of the etcher's art The shadows even in their very 
deepest are transparent ; the effects of direct and reflected 
light on the face, on the hands, and on the folio are quite 
beyond description ; and as the print is in almost as perfect 
condition as when it came from the master's own hands there 
is nothing to mar its beauty ; my only regret is that such 
perfection cannot be multiplied a hundredfold that every 
collector might possess it But not only does this finished 
beauty of the print win our admiration, the astonishing amount 
of work excites our surprise ; how could Rembrandt ever 
have found time to execute it I He was busily employed 
during these years on other subjects, yet here is work which 
must, we think, have occupied perhaps many weeks in its 
execution. Some have supposed that he entrusted a part of 
the background to a pupil or assistant, and have even attri- 
buted to Ferdinand Bol much of the handiwork ; but not only 
had Bol when this plate appeared been working for ten years 
past on his own account, but he has left us etchings with 
which to compare it, and we know from them that such 
technic was entirely beyond his powers. If all this detail was 
executed by an assistant we must for ever regret that so able 
an etcher has left us nothing of his own, not even his name 
that we might honour his memory ; but it is impossible that 
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an artist of sudi merit could have remained nndtscovered. 
There is work of a similar character in the ist State of the 
Artist drawing from a Models No. 284, which it is equally 
impossible to attribute to any but Rembrandt. 

Jan Six, whose name is inseparably connected with that 
of Rembrandt, was of a family which formerly belonged to 
St Omer in Cambray. Karel Six, a younger son of the house, 
emigrated during the Huguenot persecution, and became re- 
sident in Amsterdam in 1585. His son Jan, bom in 1575, 
married Anna Wijmer, a lady of good Dutch family, and by 
her had three sons and two daughters ; the sons were Karel, 
Pieter, and Jan Six who became the friend of Rembrandt. Jan 
was bom in 16 18, and consequently was only twelve years old 
when Rembrandt came to reside in Amsterdam ; Jan was 
then living with his parents at their country seat of Elsbroek, 
near the village of Hillegom. In the year 1655 he married 
Marguerite, the daughter of Nicolaas Tulp, whose portrait 
appears in the Lesson in Anatomy, In 1656 he became 
Commissioner of Marriages, in 1667 was a member of the 
Council of the States General of Holland, and not until 1691 
was he Burgomaster; he died May 18, 1700, at the age of 
82. Vosmaer [Bibl. XXXVII. p. 268 et seq.] devotes a whole 
chapter to the relationship of Rembrandt with Jan Six, to 
which I must refer the student ; see also the work of M. Charles 
Blanc [Bibl. VIII. vol. ii. p. 86]. 

M. Charles Blanc describes another portrait of Jan Six 
{Autre portrait du bourgmestre Six) found in the Collection 
at Amsterdam, and believes he recognises in it the hand of 
Rembrandt. The print is harshly worked with the burin and 
in a technic so unlike that of Rembrandt that I cannot admit 
it although M. Blanc's opinion was endorsed by M. Klink- 
hammer. To me it appears to be a copy of one of the 
etchings of F. Bol. (Bartsch, No. 12.) 



160. Rembrandt drawing. {Rembrandt dessinani^ 

He is seen full front, a half length ; he wears a high narrow 
brimmed hat ; his dress is a plain coat open at the neck ; he 
is seated behind a table, and holds a crayon in bis right hand, 
with which he is drawing on a sheet of paper placed on a book 
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before him and kept in its position with the other hand ; at 
the left of the print is an open casement through which, in the 
5 /A State^ a distant landscape is seen, and in the 2nd State a 
scroll is attached to the upper frame, on which is engraved 
Rembrandt f. 1648. 

Dimensions: 6,3 — 5,1 ('161 — '130). 
The height is 6,2 ('159) on the left side. 

The States of this plate have been variously described : 
M. Charles Blanc gives ten, allowing the existence of the i j/, 
2nd^ 4/^, and 5 /A of Wilson, no one of which have I been able 
to verify. Wilson's ist is * a slight etching without effect ; ' 
his 2nd is * more worked on and the features are better de- 
fined ; ' of course, these States, really trial proofs, may have 
existed, but they are not in the largest collections, nor can I 
learn that anyone has ever seen them ; an impression, not 
varying in technic from Wilson's ^rd State, and which, I 
believe, was the actual impression which gave him the idea 
of his 2nd State, was in the Aylesford Collection, and is now 
in that of R. S. Holford, Esq. ; it has a greyish tone and is 
altogether paler and less effective than that which he consi- 
dered the yd, but, as I have said, it presents no actual variation. 
Wilson's 4/^ and 5/A are retained by M. Charles Blanc, but he 
does not say that he has seen them ; and it is curiously sugges- 
tive, that while I have found eight impressions of Wilson's ird 
(described below as the ist) and twelve of Wilson's 6th (de- 
scribed below as the 2nd)y I have not seen a single icHpression 
answering to Wilson's 4/A or S/A, nor can I point to an im- 
pression of his ith State, though, from the fact that he corrects 
Wilson's description, it seems to be known to M. Charles 
Blanc. I have therefore retained this State, and have discarded 
Wilson's 1st, 2nd, 4ih, and 5/A. 

Stales : 1st The upper edge of the plate is uneven on the 
left. [Coll: BM. O. P. A.] 

Below Rembrandt's right hand, upon the book and paper, some 
traces are seen of earlier work: fine shading or essays with the 
needle, perhaps only an accidental injury to the varnish, but this 
has been printed with the rest and remains until a very late 
condition of the plate ; it is most distinct in the finer impressions. 

2nd, The upper edge is cut straight The left hand is covered 
with fine left-to-right diagonals ; short verticals are seen on the 
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upper part of the paper, held down by the hand, and which is 
now divided into leaves ; the upper left of the side bar of the 
window shows a few diagonals left to right, and the scroll with 
the name and date appear. [Coll: BM. C. P.] 

3r//. A left-to-right diagonal shades the right hand, and lines 
in dry point with burr cross the left breast and shoulder, and the 
middle of the left arm. [Coll: BM. O. A.] 

4/^. Cross lines appear upon the cuff. The upper part of the 
paper, both on the front and to the right, is shaded with fine 
verticals. Described by Blanc. 

$th, A landscape is seen through the window; cross lines 
shade the left hand, and fine diagonals appear on the thumb 
and forefinger of the rieht ; the scroll and side of the window are 
covered with horizontals, and left-to-right diagonals shade the 
fix)nt of the book under the paper. An additional fold of the 
sleeve appears just above the right elbow, which seems to have 
been introduced and then partly burnished out again. [Coll: 
BM. O. P. H.] 

6th. Additional work crosses the shoulders, giving the dress 
the appearance of an academical gown. The deepening of the 
shading upon the scroll almost conceals the name. [Coll : BM. C] 

^th, The outer foW of the sleeve of the right arm, where it 
cuts the window, has dia^nal cross-work, and is well defined; it 
had before this only slight left-to-right diagonals, and was ill 
defined. [CoU: BM. 0\ ' ^ 

Impressions with additional work are found, but they are not 
worth recording. I suspect the plate exists or has existed until 
a very recent time. 

Copy. Described by Gersaint Same d. In this copy, of 
which I have found several impressions, the front of the book 
beneath the paper is worked over with very regular horizontals 
and left-to-right diagonals, but no other shading. 

I do not think that any of the variations after the yd 
State were executed by Rembrandt : the additional shading 
only weakens the effect, and the introduction of the landscape 
is the trivial completion of a picture which would only recom- 
mend itself to an inferior artist who did not see that in a 
print already too full of uniform tone a lai^e light space was 
wanted ; he discovered his error when impressions appeared 
from the plate, and endeavoured to correct it in the following 
state by deepening the folds of the dress and the shading 
about the window. 

The student will not fail to contrast the gravity and plain 
burgher dress of this portrait with the fanciful costume and 
varied, often genial expression of the earlier studies of himself. 
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The death of Saskia, though it had taken place six years 
before, had affected his life^ and given a different character to 
his work. 



161. Portrait of Jan Asselyn. {yean Assefyn.) 

He is a hs^lf length standing, his body turned to the left, 
but his face nearly full. He wears a high crowned hat with 
a broad brim, turned up on the left side; his long hair falls to 
his shoulders ; he has a white collar fastened with a tasselled 
string, and a loosely fitting dress confined at the waist with a 
sash ; his left hand, holding a glove, is placed on his hip, his 
right hand, also gloved, rests on a table upon which are his 
palette and some books. In the lower right comer is seen a 
part only of the name and date, Rembra, and below Itf, i\ 
there is a clear space nearly 1,2 ('031) wide below the subject, 
the upper part crossed by a deep line. Date assumed^ 1648. 

Dimensions: 8,4 — 6,7 ('213 — 'lyi). 

States: 1st. Behind the figure is a large easel, on which is 
an architectural drawing; a little shading is seen in the back- 
ground to the left of and above the easel [Coll: BM. O. P. A.] 

2nd. The easel is removed from the plate by means of the 
burnisher, but its traces are still apparent. [Coll: BM. P. A.] 

3r//. The burnisher has been again used to clear away all 
traces of the easel ; fine interlines are seen upon an upright 
volume close to die left edge of the plate. [Coll: BM. C O. P. 
A.H.] 

M. Charles Blanc tells an amusing tale regarding a manufac- 
tured 1st Statey for which vide BibL VIII. vol. iL p. 37. 

A very interesting and beautiful impression of the ist State 
was contributed to the Rembrandt Exhibition of 1877 by 
Edward Cheney, Esq. ; it is a faint impression worked off in 
the same manner as the impressions of Lutmay No. 171, and 
finished in crayon by the master. Below it is written in faded 
ink Jan Asslijn A^ 1651; but this date refers to the work in 
crayon, not to the date of the etching. 

Jan Asselyn, or Jean Asselin, as he has signed himself on 
a picture, A Charge of Cavalry ^ at Amsterdam, No. 5 of the 
Catalogue, was bom at Antwerp, in 161 o. Though a pupil of 
Jan Meel and Ezaias Van der Velde, his manner is rather 
that of Pieter de Laer, whom he met with in Rome ; he re- 
turned to Holland in 1646. He generally depicted Italian 
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scenes, with ruins, and figures, and cattle in the foreground. 
Such are those in the Louvre, which from the delicacy and 
tenderness of the treatment, and the charming effect of sun- 
shine, make us regret that his paintings are so rare in the 
Public Collections. He died in 1660. His nickname of 
Crabbetje was given by the Flemish artists resident in Rome 
on account of some contraction of the fingers. 



162. Portrait of Lieven Willemsz van Coppenol; a 
SMALLER Plate. {Petit portrait de Lieven Coppenol) 

He is represented half length, sitting at a table which is 
at the left of the print ; he is turned to the left, but looks 
towards the spectator ; he wears a calotte, has very short hair, 
a small beard and moustache, and is clothed in a close-fitting 
coat open in front. On the table are several sheets of paper, 
which he keeps in their place with his left hand while he 
pauses in tracing an oval with a pen in his right ; a boy with 
his hat in his hand is standing behind him. Above the table 
to the left is a window of which only the upper comer is seen ; 
from this window comes the light; there is an unlighted 
candle upon the table ; a darkly shaded semi-oval, called in 
Holland the Ox-eye, is seen above the boy's head to the right. 
Below the subject is a clear space of about i inch ('025) in 
depth, as if left for an inscription. Date assumed^ 165 1. 

Dimensions: 10,2 — 7,5 ('259 — '183). ^ 

StfUes: 1st. Coppenors forehead is unshaded ; the pen in his 
right hand is short and entirely unshaded, as is also the tray of 
the candlestick; the upright stem of the candlestick shows a few 
vertical, and the candle a few horizontal strokes ; the face of the 
boy has a left-to-right diagonal, and his collar in the lower part 
a vertical line ; the Ox-eye is not very distinct [Coll : BM. A.] 

In the British Museum Collection is an impression upon parch- 
ment which appears to have less work; it is not an earlier state 
but is only indifferently printed. Wilson had a 1st State in his 
possession on China paper ; he says of it, ' the ink is purposely left 
as a tint on portions of the spaces which would otherwise be 
clear, and the boy's face is in shadow : the effect is one of Rem- 
brandt's finest' This impression, says M. Charles Blanc, was 
bought by Wilson at the Baring saJe for ^£91; it came from the 
Barnard sale in 1784, where it realised only;;^s. It is now in 
the collection of the Duke of Buccleugh, but does not, I think, 
merit Wilson's encomiiun. 



/ 
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2nd, The pen is lengthened and shaded ; the under part of 
the tray of the candlestick is shaded, and cross ]jnes are seen on 
the stem and on the candle ; a pair of compasses and two draw- 
ing squares hang against the opposite wall; the shadow of the 
longer square is formed of vertical and horizontal lines ; the Ox- 
eye is distinct [Coll: BM. C. A.] 

A fine impression of' this very rare State was seen at the Rem- 
brandt Exhibition of 1877, contributed by Henry Brodhurst, Esq. 

ird. The forehead of Coppenol is shaded wiUi fine downward 
and ri^ht-to-left lines ; the face of the boy is worked over, and 
from his eyebrows downwards is covered with horizontals and 
right-to- left diagonals ; the light part of the bo3r's collar is very 
slightly shaded This is the usual state of the plate. [Coll: BM. 
C. O. P. A.] 

4/^. Instead of the Ox-eye the opposite wall is almost covered 
with a large triptych of the Crucifixion ; the plate, which shows 
marks of wearing, has been retouched. These alterations were 
not by the hand of Rembrandt [Coll: BM. P. A. H.] 

5/A. The triptych is imperfectly obliterated, a shading of 
strong horizontals is seen under Coppenol's left hand, and the 
shadow of the longer square is deepened by diagonals firom left 
to right [Coll: BM. P. A.] 

6M. The Ox-eye is again introduced and the plate reworked 
[Coll: BM. C. P.] 

Copy, Same d of the (>th State, The shading is of very regular 
cross-work ; below the subject to the right is the monogram of 
Pierre Frangois Basan. 

Copy rev. Of the dih State, Left-to-right diagonals cover the 
top of the chair; inscribed Francesco Novelli inc. No. 26, and 
dated 1792. 

An account of Coppenol is given after a second portrait of 
him, No. 174. 

163. Bust of a Young Man ; lightly etched. {Jeune 

homme en chapeau) 

The figfure is only slightly sketched ; he is turned to the 
left and wears a hat with a flat brim ; the shading on the hat 
and forehead consists only of single lines from right to left. 
Date assumed^ 165 1. 

Dimensions: 3,6 — 2,6 ('oqi — •066). 

[Coll: A.] 

The only impression known is at Amsterdam. M. Charles 
Blanc thinks it is a sketch for the portrait of Clement de Jonghe, 
an opinion with which I am content to agree. 

Copy, Same d. BibL IX. 



\ 
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164. Portrait of Clement de Jonghe. {CUment de 

yangke) 

He is seated, a full front, seen nearly to the knees ; he 
wears a hat with a broad brim turned up at the sides, and 
which casts a shadow upon his face ; his cloak is open in 
front, showing a close-fitting coat with wide turned-down 
collar ; his right arm is supported by the elbow of his chair, 
the left hangs downwards, and both his hands are gloved ; the 
chair-back is seen on either side above his shoulders. The 
shading in the left background reaches as high as this chair- 
back, and in the right is confined to the lower comer, where 
is engraved Rembrandt/, 165 1. 

Dimensions: 8,2 — 6^ ('208 — •163). 

States : 1st A narrow white space is seen below the upper bar 
of the chair \ the top of the upright is unfinished ; the outer fold 
of the cloak, falUng from the left shoulder, is unshaded at the 
upper part and lightly shaded lower down ; there is no band to 
the hat [Coll: BM. C. O. P. A. H.l 

2nd. The white space below the oar of the chair is worked 
over, and the top of the upright is defined; the outer fold of the 
cloak is covered by a right-to-left diagonal ; the right eye is 
curiously enlarged. [Coll; BM. P. A.] 

^rd. An irregular arch is sketched in above ; a few lines of 
shading from right to left are seen below the right side of this 
arch ; the eye is restored to its proper size, and a little narrow 
band is seen upon the bat [Coll: BM. P. A.] 

4/^. Short irregular hatchings and longer lines of shading 
from left to right follow the line of the arch, below which appear 
some essays with the point resembling foliage ; a small button 
is seen on the narrow band of the hat [Coll: BM. C. P. A.] 

^th. The white space below the bar of the chair is restored 
with the burnisher ; the right side of the upright on the left is 
made light; the breast of the coat has received additional 
shading by downward strokes from the collar, but there is a 
space between the third button, counting upwards, and the left 
arm where the downward strokes are notgivea [Coll: BM. 
C. A. H.l 

6M. The downward strokes are continued over this space 
upon the breast ; the plate has been reworked ; the shading 
below each hand has been deepened. [CoU: BM.] 

Copy. Same d., ^rd State. Bibl. IX 

The variations which constitute the 4/A State are not, I 
think, by Rembrandt ; the variations in the ird^ being partly 
corrections of an accidental injury, we cannot doubt were his. 

L 
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Really fine impressions of this plate are not uncommon ; it is 
beautifully etched on a very hard plate, which retained its 
sharpness even into the later States. 

Clement de Jonghe, an artist as well as a print dealer, 
lived in the Calverstraat in Amsterdam : his name is con- 
stantly found on impressions of the Dutch engravers of his 
time. Vosmaer tells us that a fine etching by his hand was, 
in 1864, in the Collection du Rosey, Vhius et V Amour dor- 
mant sous des arbreSy ipids par un Satyr I have not seen this 
print 



166. Portrait of Titus, Rembrandt's Son. {Portrait 

de Titus Van Ryn^fils de Rembrandt) 

Portrait of a boy seen to the waist, nearly full front ; he 
wears a soft cap ; his hair falls over his forehead and on either 
side as low as the neck ; his hands are concealed by a mantle 
which hangs from his right shoulder ; the left elbow is ex- 
posed ; the figure is little more than outlined. The background 
is shaded above the shoulder to the left of the head and by a 
few strokes low down on the right. Date assumed^ 1652. 

Dimensions: 3,0 — 2,8 ('076 — "071). 

De Claussin was the first to suggest that, the portrait being 
that of a youth and the technic in Rembrandt's later manner, 
we have here probably a likeness of Titus, Rembrandt's son. 
He was eleven years old in 1652, which we assign as the date 
of the print. Impressions are rare, the finer ones are on India 
paper and the backgrounds are sometimes tinted. 



166. A Copse and Paling with Studies of a Horse, etc. 
(Griffonnements avec un taillis et une ^tude de cheval.) 

In the upper left is part of a horse cleverly foreshortened 
from behind ; higher up, quite in the left comer, is the profile 
of a head turned to the right ; and towards the right side 
another is seen full face, the lower part unfinished ; beneath 
the horse is a sketch of foliage, a coppice or clump of trees 
surrounded by a fence, reminding us of The Vista, No. 328. 
Date assumed, 1652. 
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Dimmsims : 4,3 — 5,4 ('no — '138). 

[CoU : BM. C.l 

Copy, Same a Bibl. IX. 

Only three impressions of this print are known ; that 
which is in the British Museum was formerly in the possession 
of Houbraken ; it is on India paper and full of burr, and was 
long believed to be unique ; the other two were found at Cam- 
bridge, in the University Library. When by grace of the Senate 
duplicates from this collection were sold at Messrs. Sotheby's, 
May, 1878, one of tliese, selected as the inferior impression, 
realised ;£" 305. The student should compare the technic of 
these sketches with the Portrait No. 165, and with The Vista 
among the Landscapes, No 328. 



167. Jan Antonides van der Linden. {Jean Anto- 

nides van der Linden^ 

He is represented standing, a half length and seen in front, 
but slightly turning to the left ; his head is uncovered ; he 
wears an academical gown with a broad white collar and 
white cuffs, and holds a book. In the background are trees, 
and to the left a balustrade, and ' above it in the distance an 
arched doorway in a wall. A double line is drawn below the 
subject from which a clear border, 2 in. ('051) deep, as if for 
an inscription, extends to the lower plate edge. Date assumed^ 

1653. 

Dimensions: 6,9 — 4,2 ('176 — -108). 

States: 1st, The extremities of the foliage to the upper left 
are only in outline ; the central part of the left arm, from the 
armhole of the gown to the elbow, is shaded only by diagonals 
from left to right [Coll: BM. C. P. A.] 

2nd, The extremities of the foliage to the upper left are co- 
vered above by diagonals from right to left, and lower down by 
nearly vertical lines ; some fine horizontal work appears above 
and to the right of the arched doorway, but this does not reach 
to the top. [CoU: BM. A. H.] 

3^/. The left-to-right lines on the sleeve above the elbow are 
crossed by diagonals also left-to-right, cutting the others at an 
angle. The horizontal lines are continuous to the top of the 
wall over the arch, and the space between the balustrades di- 
rectly below the arch is covered with diagonals from right to 
left [Coll: BM. P.] 

4M. Diagonals from right to left shade the gown below the 

L 2 
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wrist and sleeve ; the background above the head has been re- 
worked, and near the right edge of the plate it is now crossed 
with a fine descending line from right to left Impressions are 
found — there is one in the British Museum — with a small space 
in this shading on a level with the right shoulder, lighter than 
the surrounding work, as if the plate had here been burnished; 
but 1 regard it as from some failure in the printing, or perhaps 
from an injury to the plate, not as a variation constituting 
another State. [Coll: BM. C. A.] 

^ih. Additional shading appears on the right arm and the 
^own ; the velvet facing has on that side become indistinct, and 
is no longer in relief. (1 enter this as a State partly from M. 
Charles Blanc's description, but the variation looks more like a 
printing effect than a true alteration in the work.) [Coll: BM. 
C. O.] 

6th. The whole plate has been reworked ; the expression of 
the face is changed, it has become more rounded; the right cheek 
has a swollen appearance, and the print has the character of a 
mezzotint rather than of an etdiing. [Coll : BM. C] 

M. Charles Blanc thinks that the changes made in the 
plate after the 4/A State are modem. My conviction is that 
the plate left Rembrandt's possession before the variations 
which constitute the /^tk State were executed ; the same hand 
which worked the 4/// State of The Three Crosses and created 
the later States of Abraham Fransz^ etc., is here apparent 

Jan Antonides van der Linden, born in 1609, was an 
eminent physician, educated at Franeker, and at one time 
practising in' Amsterdam, where in 1637 he was appointed 
Inspector of the College of Medicine ; he became Professor at 
Franeker in 1639, and in 165 1 received a similar appointment 
at the University of Leyden. He was at Amsterdam in the 
year 1653, passing a 4to vol. on medicine through the press. 
This date agrees with that which I have fixed for the portrait 
He is represented by Rembrandt standing in a garden, an 
allusion, no doubt, to his having been the means of enlarging 
the botanic garden at Franeker. He died at Leyden, March 
1664, '*' 



168. Jacob Haring; Portrait known as 'The Old 

Haring.* {Haaringle Vimx.) 

He is seated in a chair ; his face, nearly full, is slightly 
turned to the left ; his elbows rest on the arms of the chair ; 
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his left hand hangs down, his right is partly raised, as if he 
held a pinch of snuff between his finger and thumb ; his hair 
is white ; he wears a small calotte, has a broad white collar 
with tasselled strings and white cuffs at his wrists ; his knees 
and the upper part of his legs are seen ; behind him is a 
window with a curtain drawn aside to the left : the chair in 
which he is seated is the same as that which appears in the 
portraits of Anslo, Fransz, Lutma, and Van Tholinx. Date 
assumed^ 1655. 

Dimensions: *i^*i — 5,8 (•196 — •148). 

[Coll : BM. C O. P. A. H.] 

Wilson describes three States of this piece, and in this he is 
followed by M. Charles Blanc ; both agree in what they say of 
the ix/, that it is a mere unfinished sketch, though the latter 
adds, ' fiiU of spirit and feeling ' ; the 2nd State is described as 
being without the division in the middle of the window ; I have 
seen twenty-one impressions, but in no one of them is there any 
variation beyond what is due to difference in the printing. 
Several of these impressions are of the very finest character, with 
a richness and depth of tone which cannot be surpassed ; they 
are on vellum, on India, or on white paper \ foremost among the 
latter I rank an impression in the Collection of Henry Brodhurst, 
Esq., which with its wide untrimmed margin formed one of the 
gems of the Rembrandt Exhibition of 1877. Until an earlier 
isTound I cannot believe in any previous states, but I think it 
not unlikely that a process which has yielded faint impressions 
of the Lutma, etc. may have been practised with this, and that 
a print answering to Wilson's description of a \st State may yet 
be discovered; vide remarks on Lutma, No. 171. 

Copy of the head only. Navelli, No. 24. 

Copy. Same d, Bibl. IX. 

The elder Haring held some position in the Court of In- 
solvents {Desolate Boedelkamer) at Amsterdam, the exact 
nature of which I have been unable to ascertain. M. Charles 
Blanc considers he was a concierge^ an opinion endorsed by 
my friend, Le Chevalier de Stuers, who has kindly made 
inquiries for me in Holland. Possibly the goods of insolvents 
were formally consigned to him, to remain in his custody 
until a sale. I. am not able to learn any particulars of his 
history or of that of his son, the younger Haring, who suc- 
ceeded to his father's office. 
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\ 169. Thomas Jacobsz Haring ; Portrait known as 
*The Young Haring.' {Haaring le yeuite) 

He is seen nearly full face, seated in an arm-chair and turned 
slightly towards the left ; he rests both his hands on the arms 
of the chair, holding his hat in the right hand ; the light 
comes through a latticed window to the right, and falls full 
upon his left cheek and collar, the rest of the subject is in 
shade ; in the 2nd State a curtain rod is seen crossing the 
window about a third from the top, the curtain is drawn to 
the right side ; on the lower row of window panes is Rem- 
brandt f,j and below it^ i6S5 ; the figure 6 is reversed. 

Dimensions: 7,8 — 5,8 (-198 — •148). 

States : ist. Before the introduction of the rod and curtain. 
The portrait in this State is so darkly printed that the head, the 
collar, and the left hand are almost the only parts of the figure 
* which are visible. [Coll : BM. P. A. H.] 

The absence of the name and date has been given as a varia- 
tion which characterises the ist State, but this is not a variation 
which can be relied upon, for though the name and date, as in 
the superb impressions in the British Museum and in the Col- 
lection of the Duke of Buccleugh, seem to be strongly etched, 
they yet only partly appear in others of very nearly equal merit ; 
thus in another impression of this 1st State in the British Museum 
the first part of Rembrandt's name to all appearance might never 
have been engraved, and I know one fine 1st State in which it is 
not seen, and only a part of the date can be discovered ; the 
explanation is, that the writing was so very delicately executed 
in dry point that a few printings took off the burr, and the lines 
disappeared In the 2nd State the letters, etc, were reworked, 
and are very legible. 

2nd. The rod, the curtain, and the cuffs are introduced, and 
the name and date are reworked [Coll : BM. C. O. P. A.] 

^rd. Much of the burr is removed ; a landscape picture with 
arched top hangs on the wall behind ; the plate is much worn, 
especially about the left wrist. [Coll : BM. A. H.] 

There is in the British Museum a very faint impression of this 
State, which appears as if it had been printed with some inferior 
ink, which has caked and come away. At Cambridge is an 
impression of this State cut into an ovaJ. 

4/>4. The plate is reduced ; the head and bust only remaia 
It measures 4,7 — 4,1 ('120— -105). [Coll : BM. C. P. A. H.] 

5//4. The plate has been cut into an oval form. Impressions 
are so poor, and show so little of the original technic, that I have 
not cared to record their occurrence. The lower part of the plate 
has also been printed from. There is an impression at Amsterdam 
which has been very curiously treated; only the hat and hand 
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appearing upon this part of the plate, some ingenious artist 
has etched the profile of a man under the hat, on which a lamp, 
introduced into the upper right corner, casts a light 

Whether the variations which constitute the 2nd State 
were executed by Rembrandt is, I think, open to doubt, but 
I have no hesitation in attributing the creation of the 3rrf 
and, of course, the later States to other hands. 

I have not been able to obtain any information r^arding 
the history of the subject of this portrait ; below an impres- 
sion in the British Museum is written, dafslager Haringh^ i.e. 
Hating the auctioneer \ the writing is in brown ink and of an 
early date. 

170. Doctor Arnoldus Tholinx. (Le Docteur Petrus 

van Tol) 

He is seated behind a table in an arm-chair, the same 
which appears in the portraits of Old Haring and Lutma, etc. 
He is nearly full face ; his hair is short ; he has a moustache 
and a square cut beard ; he wears a hat with a high crown 
and broad brim ; his arms rest on the elbows of the chair ; in 
his right hand he holds a pair of spectacles, his left is partly 
hidden by the comer of a large clasped book which lies open 
before him, beneath which is another book, and some loose 
papers. Over a close-fitting coat he wears a loose gown lined 
with fur, and has a large plain white collar. In the lower right 
background are seen a square bottle, a small phial, and a flask 
secured at the top with a bent pipe passing out of it. There 
is a little shading in this comer, but the shadow of the figure 
and the chair is cast on the background to the left There is 
a clear space below -^ in. (•023) deep. Date assumed, 1655. 

Dimensums : 7,8 — 5>9 ( ' 1 98 — • 1 50). 

States : 1st. As described. Full of burr, portions of which 
are seen upon the dress, etc., and also upon tiie beard, giving it a 
ragged appearance. [Coll : BM. P. A.J 

Only four impressions are known ; the fourth is in the Col- 
lection of the Rev. J. Griffiths, D.D., Warden of Wadham, and 
was contributed by him to the Rembrandt Exhibition of 1877.^' 

2nd. Much of the burr is removed ; the beard is square ; the 
upper part of the left breast is shaded by a horizontal line not 
seen in the ist State. [Coll : BM.] 

This is one of Rembrandfs rarest prints ; the pbte roust have 
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been very soon destroyed, for the few impressions I have met 
with are m the finest possible condition, and of great beauty. 

Copy. Same d of the 2nd State. The name of the copyist 
does not appear, but it is no doubt by Basan. The shading is 
utterly unlike the work of Rembrandt ; in the left background 
it is composed of very regular even cross-work in four directions. 
I have seen an impression tinted with Indian ink and somewhat 
effective. 

Copy. Same d. of the 2nd State. Three cords form the hat- 
band instead of two ; the nail-head in the wall to the right is 
wanting ; the eyes look to the right instead of directly forward 
at the spectator. By Burnet ? 

Copy rev. of the 2nd State. The small buttons down the 
vest are omitted. It is No. 27 of Novelli. 

Gersaint and Bartsch have erroneously given to this portrait 
the name oi Tolling, Avocat ; in this they are followed by Wilson. 
De Burgy, in his catalogue drawn up at The Hague in 1755, 
calls it the Portrait of the celebrated Physician Peter van Tol^ 
a correction which M. Charles Blanc endorses. Vosmaer has 
given us his true Christian name, Amoldus. Tholinx was 
Inspector of the College of Medicine at Amsterdam from 1643 
to 1653, when he was succeeded by Johannes Deymann ; 
among other duties of his office was thatof exercising a super- 
vision over the new Dispensatorium, a work compiled princi- 
pally by Tulp, whose portrait Rembrandt painted in his Lesson 
in Anatomy. 

i 171. Johannes Lutma. (Janus Lutma) 

This is a three-quarter length, turned slightly to the left. 
He is sitting in a high backed arm-chair, the same chair which 
appears in other portraits by Rembrandt He wears a 
velvet cap pushed back from his forehead, and an undercoat 
with a row of buttons down the front, and a sleeved gown. 
His arms rest on the elbows of his chair ; in his right hand 
he holds a little image or statuette, while on a table to the 
left are seen a scallop shell, a box of gravers and a hammer 
The name and date 1656 appear only in the 2nd State. I 
have placed the execution of the ist State one year earlier 
Date assumed, 1655. 

Dimensions: 7,8 — 5,9 ('198 — '150). 

Wilson describes four States of this print ; in this he has fol- 
lowed P. Yver and De Claussin. He describes the 1st State as 



No. vfx Studies and Portraits, 153 

unfinished, the aquafortis having fafled ; the 2nd is as above. I 
have seen five or six impressions faintly printed, and which I 
believe have misled these writers. Two of these were shown 
in the Rembrandt Exhibition of 1877, One, contributed by 
R. S. Holford, Esq., is grey and colourless; the other, lent by 
E. Cheney, Esq., is beautifully worked over in crayon, probably 
by the master's hand. Long and careful comparison has 
convinced me that there is no difference in the work, though 
some of the finer lines have not printed in the grey impressions. 
There is also a grey impression in the British Museum Col- 
lection which the late Mr. Carpenter entirely declined to admit 
as an earlier State ; fortified by such an opinion, we may there- 
fore safely reject it These impressions were created by passing a 
sheet of paper over the plate, to remove the ink before the 
plate was prepared for another printing. 

States: ist. As described. The impressions ofthis, the perfect 
state of the plate when in good condition, are very beautiful 
Some are on India paper and have all the richness of tone which 
the tint of the paper imparts. [Coll : BM. C. O. P. A. H.] 

2nd, A window is introduced m the right background ; on the 
sill is placed a water bottle ; in the upper left of this window is 
Rembrandt^ and below it/. 1656 ; on Uie wall above the table is 
engraved in a different hand Joannes Lutma AurifeXj and below vJ 
natus Groningae, [Coll : BM. C. P. A1 H.] ^ / >/; 

2i,rd, The plate is reduced in height, it now measures 7, 6 
('193), and has a clear space -^ ('007) below ; this impression 
appeared in the Van Leyden Collection. [Coll: A.] 

Copy. Same d. of \st State, BibL IX, 

Copy. By M. Charles Blanc. 

Copy. An almost exact imitation of the 2nd State of this 
print has recently been produced by the Photogravure process 
of Messrs. Goupil; a slight difference in the size excepted, it is 
hardly possible to point out any variation which distinguishes it 
from the original, for which it might easily be mistaken. Before 
issuing the impressions the publishers stamp each at the back to 
guard against deception. 

If the student will carefully examine the shading of the 
background to the left of the plate, which is undoubtedly by 
Rembrandt, and compare it with the shading on the wall to 
the right, and the shading round the window, which appear 
only in the 2nd State, he will I think agree with me that in 
all this new work the hand of the master is ' conspicuous 
by its absence.* I am rather surprised that no one has 
made this observation before, or asked how it could possibly 
be that Rembrandt, having completed so superb a print, 
should deliberately mar the harmony of the piece and weaken 
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its effect by the introduction of the background. I no more 
believe that the variations in the 2nd State were by his 
hand than I believe that the further maltreatment of the 
plate was his. An etched portrait exists of the Goldsmith 
which bears the inscription Joannes Luima aurifex^ and below 
Joannes Lutnia junior fecit A^ 1656. The likeness strongly 
resembles that in this portrait by Rembrandt, but cannot be 
compared with it as a work of art. Is it possible that the 
additional work on Rembrandt's plate was executed by the 
younger Lutma ? The engraved inscription on this 7,nd State 
supports such a conclusion, though the work which distin- 
guishes it does not assist us. 

Johannes or Jan Lutma was, as the inscription on the 
2nd State tells us, bom at Groninguen in the year 1584, but 
lived at Amsterdam, where he acquired considerable renown 
both as a sculptor and as a goldsmith ; he was known also 
as an amateur and collector of prints and other objects of 
art His son, the younger Lutma, has left us etchings taken 
from busts executed by his father. 



^ 172. Abraham Fransz, or Francen. (Abraham 

Frans.) 

He is seated in an arm-chair on the right of the print 
With his back to a window, holding with both hands a print 
which he appears to examine attentively ; his head is bare ; 
he wears an embroidered coat with a broad white collar with 
tasselled strings. Before him, crossing the middle of the print, 
is a large table, on which lies a portfolio, and further away 
are a skull, two vases, and a Chinese figure ; to his right upon 
the wall hangs a triptych of the crucifixion, on each side of 
which is an arched picture. Date assumed^ 1656. 

Dimensions: 6,2 — 8,2 ('158 — '208). 

States: 1st. He is in a curious attitude, seated upon a stool 
with his left leg stretched out to the right comer of the piece : 
above his head is a window curtain which is gathered up and 
falls over the right door of the triptych and partly covers the 
curved top of the picture frame on that side ; a beam of light 
passing behind the figure falls upon the print which he holds in 
his hands (the light on liis face is reflected from this print). 
The right hand is indistinct, we do not see how he holds the 
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print Only the Chinese figure and the skull are seen upon the 
table. In this State his hair is light. Through the window is seen 
an ill-defined effect of landscape, both of foreground and distant 
foliage. This impression is probably unique. [Coll : BM.1 

2ruL He is now seated in an arm-chair of which the periectly 
plain back reaches about midway between his elbow and his 
shoulder, allowing the lower hinge of the casement to be seen 
above it ; the beam of light no longer appears ; there is a bench 
or window seat behind to the right, upon which lies a broad- 
brimmed hat [Coll : BM.] 

yd. The curtain is partly burnished out, the chair-back and 
the hinge above are burnished in evident preparation for the 
variations which will appear in the following State. This im- 
pression is probably unique. [Coll : A.] 

/^h. The back of the chau: is raised and terminates in a 
grotesque head, it hides the lower hinge of the window ; the 
curtain is taken away ; a figure appears upon the back of the 
print which Fransz holds \ his right hand is well defined as it 
rests upon the top of this print ; the two vases are introduced ; 
distinctly defined foliage is seen through the window \ this is 
the finished impression and the finest, and is very rare. [Coll : 
BM. C A.] 

5M. The picture firame above his head is burnished over and 
has become lighter, and a different ornamental work, looking 
like a succession of ovals placed upright, is seen on the lower 
firame of the triptych, and light spaces are apparent upon the 
crown and brim of the hat which lies in the window seat 
[CoU : P. A.] 

6M. Reworked ; the hair is dark, the figure seen at the back 
of the print which Fransz holds has disappeared ; the shadow 
cast upon the wall below the triptych is altered in its form, its 
upper outline had been irr^idar, formed chiefly by horizontal 
work, and not extending to the left beyond about the middle of 
the book ; it is now hollowed below the print where the triptych 
cuts the print, and firom thence to the Chinese figure is a con- 
tinuous curve, and covered with coarse work firom right to left 
[Coll : BM. PJ 

The British Museum impression is on India paper with a large 
margin ; below it is written yon Francen apoi?ukcr kunst beminaer 
(Tan Francen apothecary and lover of art)\ but this writing is I 
tmnk of a more recent date ; and there is no evidence to show 
that he was more than an amateur and dealer in objects of 
art 

ItK The plate has been further reworked, a slipped stroke 
appears on the left cheek, pointing diagonally upwards towards 
the comer of the eye ; light spaces are seen on the window seat 
and the upright of the hat as well as on the crown and brim. 
[Coll : C] 

8M. The light spaces on the hat are worked over, a single 
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white spot close to the brim of the hat alone remains upon the 
window seat [Coll : BM. C. A.] 

gth. The burnisher has been resorted to, to restore the high 
lights on the hat and the window seat ; it has also been used 
on the background above and below the triptych. [Coll : 
BM. C. A.] 

loih. The shadows are all worked in again, the hat is entirely 
shaded, and the background reworked, etc. The back of the 
print which Fransz holds is deeply shaded with close hori- 
zontal lines. [Coll : BM. P.] 

I have descnbed ten States of this print ; the plate exists and 
has produced still more varied, and I may add more worthless, 
impressions. It is not, I think, a successful print In the 
1st State Fransz is placed in a most awkward position, the beam 
of light falling upon the print in his hands is ill-expressed, and 
the uncertain treatment of the hands does not look like the work 
of the master ; a corrected impression next appears, but the 
low arm-chair is unsatisfactory; it is burnished out and a trial 
proof is then taken, the ^rd State; next a handsome chair-back 
is substituted, and the plate is finished, making the 4M State, 
But not only is there a manifest weakness of design, thetechnicis 
unsatisfactory : place the print where we will, it must come near 
the Old Haring and Lutma^ and the lightest verdict we can 
pass is that the master was not at his best when he took the 
portrait of Fransz. With the ^th and succeeding States I believe 
Rembrandt himself had nothing to do. This print belongs to 
the year 1656, the year of Rembrandt's bankruptcy ; it may be 
that Rembrandt carelessly executed the portrait of the dealer 
who was turning over his treasures, valuing them for sale, while 
on the table stood the vases of oriental porcelain. Twee Oostin- 
dische backims^ and a porcelain statue which, with the skull 
introduced so effectively in his Doctor Faustus, were in another 
year to be dispersed : with them would disappear the copper-plate 
on which he had wrought, and which, ignorantly retouched by 
an unskilful hand, would be made to yield impressions for the 
print-sellers in which the high lights were senselessly disused, 
and which, as it became worn, was again and again worked upon 
until whatever charm the print originally possessed was gone. 

Abraham Francen was an amateur and dealer in objects 
of art, and from his having given his attestation to certain 
papers connected with Rembrandt's affairs and those of his 
son Titus was evidently a friend of the painter's. I am 
unable to agree with M. Charles Blanc in placing this portrait 
after the sale of Rembrandt's effects, but believe it to have been 
executed early in the year 1656. 



Nos« 173^ X74 Studies and Portraits. 157 

178. Rembrandt on a high and narrow Plate. 

{Rembrandt gravant une planche). 

This Study, for it is little more, bears some resemblance 
to Rembrandt drawing, No. 160. The attitude is much the 
same and the hands in a similar position.' He wears a soft 
cap with a feather passing across the front and projecting 
over his right temple ; the eyes are only partly expressed ; 
the features, while resembling those in Rembrandt drawings 
are of an older man ; a few lines only indicate the dress and 
the table behind which he is seated ; the background is darkly 
shaded at the top and sides to the level of the eyebrows. De 
Claussin describes the figure as 'seated in a chair,' but certainly 
no defined outlines of a chair can be detected. Low down, a 
little to the left, is very faintly engraved Rembrandt f. 1658, 
with some traces of what may have been his age at this date, 
but cannot now be deciphered. 

DimenHons: 4,7 — 2,5 (•120 — -064). 

I first saw an impression of this print at Paris early in 
1877, *n the Collection of M. Eugene Dutuit The owner 
kindly lent it for exhibition at the Burlington Fine Arts Club 
in the same year. It is on China paper, and is that which 
De Claussin described as in the Barnard Collection. A 
second impression was in the possession of M. Van der 
Kellen : his collection was dispersed in January of the present 
year. This print appeared Lot 1327, and is marked ^Piice 
douteuse' We know that Bartsch rejected it Wilson and 
M. Charles Blanc admit it, and I am convinced that they 
were right to do so. Wilson tells us that Basan copied it, and 
wrote underneath, Rembrandt gravant une planche, I have 
never seen this copy, nor do I know whether it now exists. 
[See Bibl. VIIL No. 228.] 



174. Portrait of Coppenol ; a large Plate. {Grand 

portrait de Lieven CoppenoL) 

A half length, a full face but the body turned towards the 
right ; his hair, which appears from under a calotte, is short 
and grey, and he has a small moustache and imperial His 



158 RembrandVs Etchings. No. 174 

dress is a kind of cassock with a row of small buttons up the 
front, over which is an open go^\^l or cloak falling back with 
a tassel attached to the cape. He has a plain white collar 
about his neck, and beneath his right cuff we see an under 
sleeve and a narrow shirt wristband. He holds a sheet of 
paper before him with both hands, and has a pen between the 
fingers of his right. Date assumed, 1658. 

Dimensums: 13,4 — 11,4 ('341 — '290). 

Two States of this print have been described, with the 
white background. A ist, in which the column on the left 
is shaded only half way up, and the right sleeve is white, 
the impressions known being at Paris and Amsterdam ; 
the 2ndf in which the shading on the column extends three 
quarters of its height, and the sleeve is covered with single 
lines. 

There are, however, no technical variations between the 
impressions above referred to and those found in the British 
Museum, at Cambridge, and in the Collection of the Duke of 
Buccleugh and in that of Mr. Holford, which last was contri- 
buted to the Rembrandt Exhibition of 1877. The Cambridge 
impression has the background curiously tinted ; Mr. Reid 
believes that this was done by Rembrandt himself using a stick 
of Indian ink as a crayon.^ 

Stat^ : 1st. The column at the right is shaded upwards to 
about /^ in. ('020) from the upper plate line ; the right sleeve is 
lightly worked over ; immediately above the inner bend of the 
elbow this work is of right-to-left diagonals, with a series of 
short hatchings upon them, also from right to left, and running in 
that direction, to mark a fold or crease in the sleeve ; the turned- 
back cuff has cross lines, its edges or borders are only lightly 
outlined ; the inner sleeve is shaded by cross-work, the shirt 
wristband is not outlined ; a triangular space formed by the out- 
lines of the hand, the body, and the sheet of paper is covered with 
horizontal lines, and has a lefl-to-right diagonal only half way 
up. ?J1 t- III. fig. 17. rCoU: BM. C. P. A.] 

2nd. A large curtain fills the background ; the upper part of 
the fold to the extreme right is shaded only by horizontal and 
diagonal lines left to right ; the right arm is worked over, notice- 
ably at the part described in the previous State, by regular de- 

' Bartsch only recognises one State with the white background : * Dans la 
premiere ^reuve de cette estampe le bras droit et la main ne sont que l^rement 
ebauch^ k reau-forte ; la seconde epreuve montre ces m^mes parties bien termi- 
nees k la pointe s^he, et tout le fond noir y est ajoute cnti^reroent avec cet outil.* 



Nax74 Studies and Portraits. 159 

scending lines; the white wristband is outlined^ and the small 
triangular space is entirely covered with cross lines from left to 
right I la . III. fig. x8. [Coll : BM. P. A. H.] 

This is the perfect and finished State ; it is nearly as rare 
as the ix/y and is of great beauty, the transparency of the 
shading in the curtain to the left is singularly fine. An impres- 
sion was contributed to the Rembrandt Exhibition by Henry 
Brodhurst, Esq. 

yd. The right arm is now closely worked over with regular, 
close, and somewhat harsh lines chiefly from right to left ; the 
cuff is covered with similar work from left to right \ this cuff casts 
a heavy shadow, and along its curved edge three buttons are 
seen ; the lower part of the inner cuff is shaded with strong 
lines ; the triangular space is shaded with right-to-left descending 
lines to half its height. [CoU : BM. O. P. A. H.] 

Alfred Morrison, Esq., contributed an impression of this State 
to the Rembrandt Exhibition ; it is, like the earlier States, ex- 
tremely rare. 

4M. The outer fold of the curtain to the extreme right is 
shaded by a series of very marked descending lines commencing 
almost from a point which is about -^ in. (*oi5) from the top 
right-hand comer; these lines follow the curve of the fold. 
[Coll : BM. C] 

5/A Reworked ; additional descending lines are seen on the 
folds of the curtain on the right ; these new lines also begin 
from the upper edge of the plate -^ (015) from the right comer, 
but are continued over a space of about two inches towards the 
left [CoU : BM. C. A.] 

6M. The plate is reduced, it measures 6,3 — 5,3 (•161 — '135); 
only the head is seen. [Coll : BM. C. P.T 

Copy, Same d. of the 2nd State^ by Denon. I have only 
seen one impression of this copy ; the variations which distin- 
guish it from the following are very slight Slalt III. fig. 19. 

Copy. Same d. by Basan, of the ist ^ate with the white 
background ; he executed a 2nd State with a dark back- 
ground. To save lengthened description, I have given a 
tracing of a distinctive variation. *ll;iif III. fig. 20. In one 
of the large collections this copy is by an error attributed to 
Denon. 

Copy. Same d. of the \st State, In the upper right is a 
monogram composed of the letters W M interlaced (William 
Morley), and below it April 1834. I have seen an impression 
of this taken oflf on old paper, probably the fly leaf of a book, 
and without the inscription, erroneously attributed to Basan. 
For a variation, vide yi ut III. 21. 

A careful examination of the technic, and comparison 
with the other etchings of this date, have led me to place the 
execution of this print in the year 1658 instead of in the year 
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1 66 1, as suggested by Vosmaer. Certain inscriptions below 
some of the impressions have possibly influenced his decision, 
but these inscriptions are only found upon a later, reworked 
State, the 5/A, as described above They are in the undoubted 
handwriting of Coppenol, and at the most only tell us when 
that particular State existed, but give no clue to the date of 
the 1st. One of these is at Amsterdam. It has four Dutch 
verses, which may be thus translated : Behold Coppenol^ tJtat 
wonderful writer ^ by Rembrandt ; though old^ this diligent hand 
surpasses any other in energy^ even as the swiftest boat outsails 
tJte slowest vessel on the Y. And below them is Lieven van 
Coppenol scripsit^ anno 1 661, cetatis sues 62. Another impres- 
sion is in the British Museum ; it has six lines as follows : — 
One word instead of many. This is Rembrandt s masterpiece. 
His hands and eyes scarcely appreciate their good fortune in 
being allowed to adorn papers with human features and charac- 
ters. O Coppenol! nothing is wanting here but Life^ and one 
thing more. What t A crown on the pen and laurels round 
tlie head. 

To this is added, Lievens van Coppenol scripsit^ Atf 1664, 
JEtat sua 65. A third was in the Barnard and Hibbert 
Collections, and is now in that of John Webster, Esq. The 
inscription runs : Art lives in man in various ways. This is 
the likeness of the master of calligraphy ; and below to the left, 
Lieven van Coppenol scripsit, 1667; and to the right, Six de 
Chandelier composuit. 

Beside the two etchings Nos. 162 and 174, Rembrandt 
has left us no less than three painted portraits of his 
friend. One of these, taken in 1632, is at Cassel; another 
is described as in the Ashburton Collection. A likeness was 
also engraved by Cornelius Visscher on a plate measuring 
11,5 — 9,3 (-292 — '236). In the Catalogue of the works of 
Visscher, by the late Mr. William Smith, No. 93, four States are 
described ; there is, however, a 5 /A, slightly reduced ; I have met 
with an impression printed on a large sheet of paper, and headed 
in type, Gedichten op d" afbeeidinghe en Pennekonst van M''. 
Lieven van Coppefiol] below which is the portrait of Coppenol 
and to the left is the inscription C. de Visscher ad vivum 
delineavit tribus diebus ante morte ultimam viafinm imposuit, 
A"" 1658. On either side, and below the portrait, are printed 
Dutch verses in praise of Coppenol, to which are the names 
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of Anna Maria van Schurman, Catharine Questiers, J. Cats, 
Constanter, and C. Boey.* 

Lieven Willemsz van Coppenol was bom in 1598. He 
practised for many years as a writing-master in Amsterdam, 
where his beautiful calligraphy earned for him a renown 
which such eminence would not now command. Coppenol 
was evidently a popular man ; his features show him to have 
been kindly disposed and genial, but no facts of his private 
life have, so far as I know, been preserved, nor do we know the 
date of his death; as is shown by the inscription quoted 
above, it was some time after the year 1667, 

' The date of Visscher's death is usually given as 1670, and I have a note of 
having met with an impression of one of his plates with a date later than 1658. 
The late Mr. William Smith, on the strength of the inscription to his portrait of 
Coppenol, fixes it in 1658, and so able an amateur would not have been likely to 
overlook any fad which would militate against his condu^ons. 
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SECOND CLASS. 

SCRIPTURAL AND RELIGIOUS COMPOSITIONS. 

I 

Numbers 175 to 254. 

In the following Table, drawn up for the convenience of 
amateurs, the Subjects are placed in the order assigned to ; 

them by M. Charles Blanc : — 1 

Old Testament Subjects. 

No: 

Adam and Eve 206 

Abraham entertaining the Angels 250 

Abraham sending away Hagar and Ishmael .... 204 

Abraham caressing Isaac 203 \ 

Abraham conversing with Isaac 220 

Abraham's sacrifice 246 

Jacob and Laban 212 

Four prints from a Spanish book 247 

Joseph telling his dreams 205 
acob lamenting the supposed death of Joseph . . . .189 

Joseph and the wife of Potiphar 192 

The triumph of Mordecai 228 

David on his knees 232 

Tobit seen from behind 180 

Tobit blind; a larger print, with the dop; 226 

The Angel ascending from Tobit and his family . . .213 

New Testament Subjects. 

The Angel appearing to the shepherds 191 

The Nativity . . . .238 

The Adoration of the shepherds ; a night piece . . 230 



The Circumcision 
The Circumcision 
The Presentation 
TTie Presentation 
The Presentation 



with the net 239 

a small upright print 179 

in the vaulted temple 208 

in Rembrandf s dark manner . . 243 

with the angel 178 

The Flight into Egypt; a small upright print . . . .184 

The Flight into Egypt ; a night effect 227 

The Flight into Egypt ; a sketch 181 

The Flight into Egypt ; the Holy Family crossing a rill . . 240 
The Flight into Egypt; ' in the style of Elzheimer * . . .236 

A Repose in a wood ; a night effect 221 

A Repose ; in outline 218 

The Virgin and the Holy Child in the douds . .211 

A Holy Family ; or the Virgin with the linen . . . .182 
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The Holy Family ; with the serpent 241 

Jesus disputing with the Doctors in the Temple ; a sketch • 245 

The same subject ; a larger sketch 231 

The same subject ; a small upright print 177 

Jesus and His parents returning from Jerusalem . . . 244 
Jesus Christ preaching, called ' The Litde La Tombe ' . .229 

The Decollation of St John the BapUst 209 

The Good Samaritan 185 

The Tribute to Caesar 196 

The Prodigal Son 201 

Jesus Christ driving out the money changers . . .198 

Jesus and the Samaritan woman at the well ; an arched print . 253 
The same subject ; called ' At the Ruins ' . . . . 195 
The Resurrection of Lazarus; a small print .... 215 

The same subject ; a laige print 188 

Jesus Christ healing the sick. ' The Hundred Guilder ' . ,224 

Our Lord in the Garden of Olives 251 

Our Lord before Pilate 248 

The Ecce Homo 200 

Our I^rd crucified ; called * The Three Crosses ' . . . 235 

Our Lord on the Cross ; an oval plate 222 

The Crucifixion ; a small square plate 193 

The Descent from the Cross ; the injured plate . . . 186 
A repetition of the Descent from the Cross .... 187 

The Descent from the Cross ; a sketch 216 

The Descent fi-om the Cross ; a night piece . « . . 242 

The Virgin mourning the death of Jesus 202 

Jesus Christ carried to the tomb 217 

Jesus Christ entombed ' . 233 

Our Lord and the disciples at Emmaus; a small print ; •194 

The same subject ; a large print 237 

Jesus Christ in the midst of His disciples 225 

St. Peter and St John at the gate of the Temple ; a sketch . 249 
St Peter and St John at the Beautiful Gate .... 254 

St Peter 219 

The Martyrdom of St Stephen 197 

The Baptism of the Eunuch 210 

Reugious Subjects. 

The Death of the Virgin 207 

St Jerome sitting at ±e foot of a tree 190 

St Jerome kneehng ; an arched print 183 

St Jerome kneeling ; a square print 199 

St Jerome writing, near the large tree 223 

St Jerome ; unfinished 234 

^X^'l^TOYCi^'y ai^<t^ in the dark manner 214 

St Jerome seated ; with a lar^e book 176 

St Jerome kneeling ; an outlme 175 

St Francis praying 952 

M 2 
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175. St. Jerome, an Outline. (Not doccribod.) - S 

He is represented kneeling and turned to the right ; a 
skull lies before him upon a rock ; to the left is sketched the 
head of a lion. Much of the work is in outline. Date assutned^ 
1629. 

Dimensions: 15,1 — 13,1 (•384— 'SSS)- 

[Coll : P. A.] 

Bartsch says of this piece, On tiy voit point de nam, mats 
cependant il est incontestablement gravi par Rembrandt. M. 
Charles Blanc rejects it ; M. Vosmaer says it is one of the 
earliest studies for a painting of St. Jerome in the Suermondt 
Gallery. The painting is in rev. and dated 1629. My own 
opinion would be against attributing this print to the master; 
I retain it out of deference to Vosmaer. 

The British Museum has a pen-and-ink drawing of this 
print; the original is very roughly executed, but, for the 
reason assigned above, it may be accepted. 



176. St. Jerome seated, with a Large Book. {Saiftt 

JMme en meditation.) 

An old man with a grey beard is sitting, turned to the 
right, his face a full front ; he holds a pen in his right hand, 
and with his left grasps the arm of the chair upon which 
he is sitting, while his right arm rests upon a book which 
lies open upon a table, on which to the left other books are 
seen. His dress is merely sketched in, though there is some 
shading on the back of the right arm and on the shoulder. 
The table and books show lines in various directions, and there 
are a few hatchings in the background to the left rising to 
the top of the plate. The light comes from the right Date 
assumed^ 1629. 

Dimensions: 9,4 — 7>9 ('238 — '200). 

[CoU : P. H.] 

Copy. Same d. 9,3—8,0 (-236— -203). By W. J. Smith. 
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Pierre Yver, in his Catalogue-Supplement 17561 was the 
first who noticed this print Bartsch has taken Yver's descrip- 
tion, adding that it is in the same style as the St Jerome 
which he describes in his No. 106 i^ide No. i/S). M. Charles 
Blanc entitles it a St Jerome ; and Vosmaer says that it is a 
study for the St Jerome in the Suermondt Collection. In 
deference to these opinions I have placed it in its present 
position. 

There is a photograph of this print in the British Museum, 
kindly presented by M. Charles Blanc 



177. Jesus disputing with the Doctors ; a small 

UPRIGHT Print. {Jisus parlant aux docteurs) 

The Holy Child is standing to the right of the print, on 
the upper of two circular steps, addressing Himself to a 
Doctor of the Law, who is seated at a table and wearing a 
turban. Towards the left, behind the table, is a bald-headed 
old man ; two others, still further to the left, are seen in front 
of the table, one of whom, nearest the edge of the plate, has 
his head, shoulders, and hand unshaded ; a figure at the end 
of the seat to the right of these two has the lower part of his 
back unshaded. In a clear space below is Rh 1630 (not 1636, 
as described by Bartsch etc.). 

Dimensions: 4,3 — 3,1 ('iio — '079). 

States: \st. As described. The circular steps are only out- 
lined, and their rise shaded by zigzags and irregular hatchings. 
[Coll : BM. C] 

2nd. The figure of the old man on the left, and the back as 
high as the waist of the figure nearer the centre, are worked 
over ; the rise of the steps is fiirther shaded with lines parallel 
to their length. [Coll : BM. P. A.] 

yd. The plate is reduced to 3,5 — 2,6 ('089 — '066); the 
monogram and date and the two figures near the left plate-edge 
are cut away ; two little figures are introduced between the bald- 
headed man and the doctor with a turban. [Coll : BM. C. P. 
A.H.] 

Copy of ird State. Regular diagonals are seen on the back 
of the Child and upon the doctor behind Him* No, 1$ oi F. 
Novelli. 
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178. The Presentation; with the Angel. {Presenta- 
tion au temple, dite avec range) 

The subject is placed to the right of the print ; the Blessed 
Virgin is near the centre with St. Joseph on her right hand, 
both kneeling before Simeon, who is seen between them sitting 
and holding the Infant in his arms ; above the Virgin is Anna 
the prophetess with her hands joined together; an Angel with 
expanded wings appears over Anna's left shoulder, looking 
full in her face, and pointing with his left hand to the Holy 
Child. There are several spectators, and in the right back- 
ground is a flight of steps leading to an inner part of the 
Temple, with some persons standing or kneeling upon tliem. 
In the left foreground is part of the figure of a cripple with a 
wooden leg ; this figure is partly cut away by the plate- 
edge. In the middle of a clear space below is Rh 1630. 

Dimensions: 4,0 — 3,1 ('102 — "079). 

States: 1st The plate is 4,7 — 3,1 (•120 — '079). There is a 
clear space above the subject as well as below it [Coll: 
BM. aY 

2nd. The clear space above is cut away, and the plate is 
reduced. [Coll : BM. C P. A H.l 

In the collection of the Due d'Arenbeig at Brussels there is 
an impression of the 1st State in which some details in the left 
background are wanting. The late M. De Brou regarded this 
as an earlier State, but a careful examination led me to the 
conclusion that tlie impression had only been imperfectly printed ; 
the plate-edges and background are soiled. 

Copy rev. Novelli ; in upper right is No, 16. 

Copy rev. By Watelet. 

Ccpy rev. A very poor performance. No name. 



179. The Circumcision ; a small upright Print. 

{Petite circoficision) 

Two priests are seen in the middle of the print : the one 
on the left holds the Infant upon his knees ; the other, habited 
in a cope, is to the right, and performs the rite of circumcision. 
'In the foreground on this side is the Blessed Virgin, and on 
the opposite side is another figure, both kneeling. Above the 
Virgin is St. Joseph, stooping, with joined hands, and looking 
towards the Child, whose head is encircled with a glory; 
higher up on the left is an altar, on which is a vessel of incense, 



No. i8o Scriptural and Religious. 167 

and beside it is a Leyite holding a crozier in his left hand 
Dati assumed^ 1630. 

Dimensions: 3,5 — 2,5 ('089 — '064). 
[Coll : BM. C P. A. H.] 

In very early impressions the effect of burr on the Child's 
mouth injures the expression. 

Copy. Same d. The rays round the head of the Child are 
regular and pointed like a toothed wheel ; the Child's mouth is 
closed, and the face inexpressive. Deuchar. 

Copy, Same d. 3,3 — 2,4 (-084 — -061). Van Vliet 

Copy rev. 3,3 — 2,5 ('084 — •064). Tliese two copies are re- 
ferred to by Zani I have not seen them, but take his measure- 
ments. 

O^y rev. On an oval plate. 

Copy rev. By Novdli\ his No, 8. 

Copy rev. An accidental descending scratch crosses the head 
of the figure immediately behind the back of the stooping figure 
to *he right 

180. Tobit; seen from behind. {Tobie aveugle.) 

Represents an old man dressed in a long and ragged 
cloak, a high cap and slippers, stooping and supporting him- 
self with a stick. He stretches out his right hand towards a 
door which opens on the left. Date assumed^ 1630. 

Dimensions: 3,1—2,2 (•079 — '056). 

States: 1st This measures 3,2 — 2,7 ('081 — '069). There is 
a doorway in the right background and some buildings, not verv 
distinctly drawn. On the left is another door, of which both 
posts are seen. The whole piece is confused and spotty, and 
the plate much soiled. [Coll : A.] 

2nd. The plate is reduced ; the door and the buildings to the 
left are cut away, as is the left doorpost on the other side. 
[CoU : BM. P. A.] 

^rd. The upper part of the doorway on the left is shaded 
throughout by left-to-right diagonals. [CoU : BM.] 

4/>i The old man's slippers are shaded with a stiff vertical 
line ; there is other additional work. [Coll : P. A.] 

Copy. Same d. The shading of the left doorpost and the 
firont of Tobit's skirt are in veiy regular vertical and left-to-right 
diagonals. This copy is by W. J. Smith. 

Copy. Same d. BibL IX. 

This and the next should be compared with Rembrandt's 
studies of beggars of this year. 
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181. A Flight into Egypt; a Sketch. {Fuiteen 

Egypte, griffann/e) 

The Virgin is seated on an ass with the Infant in her 
arms ; St. Joseph precedes them, holding the ass by the bridle 
and walking towards the left ; he has a stick in his left hand, 
his coat, ragged at the elbow and skirt, is fastened at the 
waist by a girdle from which some joiner's implement hangs ; 
the background is scratched and spotted. Date assumed^ 

i^o. 

Dimensions: 5,3— 3>3 ('^35— '084). 

States: 1st As described. [Coll: P. A.1 

2nd. The plate is reduced and arched at the top ; it now 
measures 3, i — 2,0 ('079 — '05 1 ). Only the figure of St. Joseph 
remains, and part of the head of the ass seen to the right ; St 
Joseph wears a high cap, a few short coarse lines mark his beard, 
his nght leg and foot are only shaded in front, his left foot is 
unshaded, his left hand, which holds the staff, is unworked, and 
his right has only lines along it in one direction ; the shading 
above his head reaches as fiar as the centre of the arch. [Coll: 
BM. C. P. A.1 

^rd. The shadow behind the left heel and the outlines of the 
left foot are worked over with dry point; a few fine interlines are 
seen in the beard. See ^Intc IV. fig. 22. [Coll: BM. P.] 

^h, A descending line shades St Joseph's face, cross strokes 
appear on his left shoulder and hand, and similar shading upon 
his right hand and upon the skirt of his coat The back of his 
right leg and the heel, below which is seen a small triangular 
shadow, are covered with verticals, and a diagonal crosses the 
fore part of the left foot [Coll: BM. P.] 

5M. The back of his right leg and his right heel are further 
shaded with right-to left diagonals. [Coll: BM. C. A.] 

6th, St Joseph now wears a flat cap, the shading above ex- 
tends to the left side of the arch, a cross line appears on his left 
foot [Coll: BM. P. A.] 

There is a further variation which might constitute another 
State ; the rent in the back of his coat has been enlarged, the 
variation is perhaps an accidental one. The impression is in 
the British Museum. 

Copy, Same d. of yd State by W. J, Smith. It may be dis- 
tinguished by the accurate cross shading upon the fore part of 
the left thigh, contrasting with the coarse irregular lines of the 
original 

Copy. Same d. of 1st State^ BibL IX. 

This Flight into Egypt is a very coarsely executed sketch, 
a first study perhaps for some more important work. The 
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variations which constitute the later States were probably 
executed by some other hand ; I should certainly not attribute 
them to Rembrandt. 



182. A Holy Family; the Virgin with a Basket 

OF Linen. {Sainte Famille, ou la Vierge au linge) 

The Virgin is seated a little to the right, near the foot of 
a bed of which one of the posts and a part of the curtain are 
seen. The Holy Child is lying upon her knees, and is sup- 
ported at the breast by her right arm ; her left shoe has fallen 
off, and her small bare foot is exposed ; her head-dress and 
attire generally are gracefully disposed. St Joseph is seated 
to the left, reading ; beside the Virgin is an open basket with 
linen, and below the step or low stool upon which it is placed 
is the monogram Rh. Date assumedy 1632. 

Dimensions: 3,8 — 2,8 ('097 — '071). 

[Coll : BM. C P. A. H.] 

Wilson describes two States of this piece : the ix/, in which an 
open arcade is seen in the middle of the background ; the 2ndy 
where the arch is worked over. M. Charles Blanc also describes 
these two States, and adds that the 1st is easily recognised. 
There certainly are impressions in which a shaded arcade 
appears, others a^ain in which it can with difficulty be made 
out ; when seen, it springs from the upper part of the Virgin's 
head, and is continueid to the face of St Joseph ; but it is not, I 
believe, due to any additional work, nor is its absence accounted 
for by work removed from the plate ; in fact, I believe a series 
could be made from the first, where it is apparent, to the last, 
where it has disappeared. Probably this darkened arcade was 
intended as a relief to the background, but has gradually become 
uniform with the rest of the shading by the act of printing. I 
should say, then, that in the earliest and best impressions the 
arch can be seen, in the later ones it has disappeared ; but it is 
not possible to define the exact stage of the plate when the 
change takes place. 

Copy rev. At the comer of the step on which the Virgin is 
sitting is engraved ^/, and below, very delicately engraved, is 
~ ^ 1S73 (Denon). 



This Holy Family has by some been regarded as a doubt- 
ful piece, and I own that I myself at one time felt some hesi- 
tation in attributing it to Rembrandt, the composition seem- 
ing to partake rather of the Italian than the Dutch school, 
but on further consideration I have decided to retain it. Bol, 
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who has been suggested as the author of this pretty little 
print, has also etched a Holy Family in which the position and 
attitude of the Blessed Virgin are similarly treated ; there is, 
however, no resemblance whatever in the technic of the two 
pieces. 

I have placed this print late in the year 1632, comparing 
it with some of Rembrandt's more finished work at this time. 



183. St. Jerome kneeling ; an Arched Print. 

{Saint JMme enpriire; pike cintrie^ 

He is represented kneeling, turned to the left ; his hands 
are raised and joined together, while he looks upwards in an 
attitude of prayer ; before him lies an open book ; he wears 
the dress and hood of a monk, with a cord about his waist ; 
the background is a rocky scene, to the right is the forepart 
of a lion. Low down to the right is Rembrant ft. 1632 (the 
d omitted). 

Dimensions: 4,3 — 3,a ('iio — 'oSi). 

« 

States: ist. The line of the arch is not continuous, the work 
is not carried to the right edge of the plate, and there is no 
shading beneath the arch to the upper left 

The only impression I have seen of this State was shown to 
me by the late Mons. De Brou ; it is in the collection of the 
Due d'Arenber^, at Bmssels. 

2nd. There is shading beneath the arch to the upper left. 
[CoU: BM. C. P. A. H.J 

$rd. The outline of the arch on the right side is reworked and 
continuous; the work is carried to the right edge of the plate^ 
which in odier places is retouched. [Coll: BM. C. A. H.J 

In nearly every impression which I have seen of the ^ra State 
the shading in the upper left has been tinted with a brush ; the 
foliage to the right, and the lion, should be compared with similar 
work in the St. Jerome No. 190. 



184. The Flight into Egypt ; a small upright 

Prin T. (Fuite en jSgypte) 

The Holy Family are crossing to the left ; St. Joseph, 
assisting his steps with a staff, leads the ass, holding the 
bridle in his right hand ; the Virgin with the Child in her lap 
is seated upon the ass ; the baggage, to which a mallet and 
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saw are attached, is fastened behind her ; the trunk of a large 
tree rises to the left. In a slip marked off at the bottom, and 
into which the work extends, is Rembrandt inventor et fecit ^ 
1633, preceded by the figure 9. 

Dimensions: 3,5 — 2,4 ('088 — '063). 

States: ist. Lightly and delicately etched; the background is 
uncleaned. [Coll: BM. C. P. A. H.] 

2nd. Reworked in a hard manner, especially upon the face of 
the Virgin ; the upper part of the print, chiefly on the left, is 
covered with fine horizontals, apparently executed with a roulette. 
[CoU : BM. A. P.] 

Copy, Same d. The foliage of the large tree and of the 
lower trees in the background is very carefully executed. 
Deuchar. 

Copy. Same A Very hard and coarse. In the slip below, 
which is shaded with fine verticals, is Rembrand in fecit. 

Copy. Same d Very poor. Inscribed Remberandt in fecit 

Copy. Same d. of 2nd State. With the roulette work ; the 
teeth of the saw are numerous and regular. 

Copy rev. In an ovaL By Van Vliet. 

Copy rev. In clear space below is Ex Watelet. 

Copy rev. in an ovaL Below is rembrandt inventor. 

Copy rev. At the bottom to the right is A"* 1633, ^^ ^ 
reversed. 

Copy rev. 3,5 ('089) wide. A group of trees in left back- 
ground. Deuchar. 

Copy rev. Inscribed to left F, NovdH^ to right No. 1 3. 

This IS a very doubtful piece [see my Notes, Bibl. XXXI. 
p. 12] ; the design was probably by Rembrandt, as was also the 
etching which outlines the composition, but the detail is pupil- 
work ; it is a suggestive fact that of the ten copies, an unusual 
number, five at least are of Rembrandt's own time ; conveying 
the idea that this, like one or two others, was a design fur- 
nished by Rembrandt for the use of his pupils, and it may be 
that the most promising etcher of these pupils, Ferdinand 
Bol, completed the piece which Rembrandt had begun. The 
form of signature, it will be observed, is the same as that 
under the ^th State of The Good Samaritan^ No. 185. 



^ 186. The Good Samaritan. {Le Bon Samaritain) 

The Good Samaritan is represented standing at the top 
of a flight of steps, giving his instructions to the innkeeper, 
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who appears in his doorway. In the central for^^ound a 
boy is holding a horse, which is turned towards the left, while 
a servant is lifting the wounded traveller from its back. A 
man in a cap and feather is seen leaning out of the window 
to the left, to whom the traveller is relating his misfortunes 
and his rescue. In the lower right is a dog, and close to the 
plate-edge on the same side is a cask, and above it a trough 
with some hay. In the central background a woman is 
drawing water from a welL Below the subject is a clear 
space in which, in the ^th State^ is inscribed, Rembrandt 
inventor et feecit 1633. 

Dimensions of the plate, 10,2 — 8,6 ('259 — •218). Dimensions 
of the border lines in which the subject is enclosed 9,5 — 8,0 
(•241— -203). 

States : 1st The tail of the horse is white, the wall seen above 
it is unshaded, the ha^ in the trough is lightly sketched ; in the 
dear space at the nght, just above the trough, outside the 
subject, is seen a small branch of foliage with a litde shading 
above it, and in other places, chiefly in the foreground, the work 
has extended beyond the border lines. The back of the boy 
who holds the horse shows marks of a failure with the acid ; this 
only distinguishes it from the 2nd State, [Coll : BM. P. A. H.1 

In the impression of this State in the British Museum some of 
the foliage in the upper part near the projecting woodwork of 
the house is wanting ; this, however, only arises from a slight 
failure in the printing. At the top, just within the subject, is 
written in faded ink P. marriette, 1667. The Amsterdam im- 
pression is cut within the plate line, but enough remains to show 
the occurrence of the little branch. 

2nd. The shading on the back of the boy, where the acid had 
fidled, has been reworked. The late Mr. Carpenter remarked 
some new work upon the turban of the Samaritan and the 
hair of the wounded man, but it is work too slight to assist in 
the definition of a State. [Coll : BM. C. A] 

The British Museum impression has been mutilated ; upon a 
slip of paper pasted below is written, On the tail and wall and 
steps^f M, 1677. Though this writing is assumed to be by 
Marriette, it is not in the same hand as the writing on the 1st 

State. 

yd. The horse's tail is shaded, its neck has been worked 
upon with diagonal lines left to right, the hay in the trough is 
darkened, and the plate reduced. [Coll : BM. A] 

4M. The wall above the horse is shaded, the litde branch etc, 
are burnished out [Coll : BM.] 

5/A. In the clear space below is engraved Rembrandt inventor 
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d feedty 1633. In sevend places there is evidence of rework 
[CoU : BM. C. P.] 

Copy. Same d. and same size ; of the 4/A State, By Solomon 
Savry. For distinctive variations see |)lHte IV. fig. 23. 

Ccfy rev. By Errard. The plate is 16,0 — 10,5 ('406 — '266). 

Copy rev. Also by Errard. It bears the inscription Rinbran 
inventor^ C. Errard excudit. Cum FriveL Regis. 

Copy rev. Regular verticals are seen on the wall above the 
woodwork of the porch. No, i, Novellu 

Copy. By Denon. 

Copy. Same d. of 1st State, Bibl. IX. 

Among the inscribed works of Jan Van der Velde is a 
Good Samaritan,^ which probably influenced Rembrandt in 
the composition of this print [Vosmaer, Bibl. XXXVII. 
p. 123]. The subject is somewhat differently treated ; it is a 
night effect, but otherwise has the same general design. Mr. 
Haden [BibL XXL] assigns the plate to a pupil, suggesting 
that it is the work of Rodermont or Bol. It would be 
impossible to accept it as the work of the former, his technic 
is so peculiarly his own, and bears no resemblance whatever 
to anything in this print ; the latter has left us signed and 
dated work with which to compare it, and I cannot say that I 
think the evidence is conclusive as to the whole of the plate, 
though I am willing to accept his decision as to the inferior 
parts of it, which, though worked with a bolder hand, are not 
unlike parts of the little print No. 184, TAe Flight into Egypt ^ 
and apparently have their counterpart in some of Bol's later 
work. But I believe that the main design is undoubtedly by 
Rembrandt, as is also a large part of the technic The Sama- 
ritan and the host upon the steps, the general outlines of the 
building, the foliage above, the pretty little group at the well, 
and even the clumsy horse and the wounded traveller, are 
beyond what Bol or any other pupil of Rembrandt's at this 
date could have executed ; the foreground, the dog, the cask 
etc., were, I do not doubt, worked in by an assistant As to 
the additional work which distinguishes the later States there 
need be no hesitation ; the shading which is introduced is an 

> In this print, which measures 7,5 — 6,7 ('I90 — '171 )> the building is placed 
to the left ; the door is approached by a flight of st^>s, at the foot of which stand 
the host and the Good Samaritan. It is inscribed J, v, Vddeftdt^ F, de Wit tx- 
cudit^ but has no date. 
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injuiy to the composition, while the inscription is certainly 
not in Rembrandt's hand. 

A design for this Good Samaritan in rev., measuring 
ii,S— 7»2 (-292— -183), is among the Rembrandt Drawings 
in the British Museum. The injured man is being lifted off 
his horse in the centre to be carried up the steps to the right, 
at the top of which stands the host holding a candle. This 
drawing was purchased from Woodbum, and, I believe, is 
authentic. 



186. The Descent from the Cross. {La grande 

Descente de la Croix.) 

The light comes from above, and falls upon a group of 
disciples who are engaged in taking down the dead Body of the 
Saviour from the Cross. In the upper part a man stands upon 
a ladder placed against the Cross, and is carefully lowering 
the Body by means of a linen cloth which he holds in his 
right hand ; below him, upon the ladder, another man is 
standing, and upon a shorter ladder on the other side is a 
third man ; these two are supporting the Body by the arms. 
At the foot of the Cross it is received by two other disciples. 
To the left of the print stands, in profile, a Jew wearing a 
turban and a fur cloak, his right hand resting on a stick : this 
is Joseph of Arimathea. To the right one of the holy women 
spreads an embroidered cloth upon the ground to receive the 
Body, other spectators are behind, and in the distance, on 
either side, buildings are seen. The subject is circular at the 
top, but the plate is square. Below the right foot of Joseph 
of Arimathea is engraved Rembrant (the d omitted) ft^ and 
below the name is 1633. 

Dimensions I 20,2 — 15,8 ('513 — '402). 
[CoU : BM. P. A.] 

Only three impressions of this plate are known. When 
Wilson wrote his Descriptive Catalogue two were in the 
Collection at Paris. One of these, says M. Charles Blanc, was 
parted with as a duplicate to De Claussin, and after being 
successively in the collections of Dumesnil and Verstolk it 
found a home at Amsterdam. 



/ 
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The plate, judging from the work that remains, must have 
been engraved throughout with the utmost spirit and delicaqr ; 
unhappily it utterly failed in the biting, and proved to be so 
hopelessly spoilt that it was thrown aside that the subject 
might re-appear on another plate. It is, of course, impossible 
to say whether the whole of the work on this plate was 
executed by Rembrandt's own hand ; probably much of the 
minor detail was entrusted to a pupil, but the injury is so 
great that we cannot decide upon it with any certainty. 



187. The Descent from the Cross. (Lagrande Descente ^ 

de la Croix,) 

This print is so far a repetition of the preceding that the 
same general description will suffice ; some slight alterations 
are made in the relative positions of the figures and their 
distances from the edges of the plate, and rays of light 
coarsely depicted are represented falling from the upper part 
of the scene upon the group below ; the subject is also made 
square instead of arched at the top. Below is a clear space 
^ ('Ois) deep in which is engraved, a little to the left, 
Rembrandt cum pryvl^ ^633. 

Dimenstans: 20,7 — 16,2 (-527 — '412). 

States: 1st. Two men are standing at the foot of the Cross to 
receive the body ; the stocking of the nearer man is not yet 
shaded with horizontal lines ; a small space is seen on each bare 
leg of the man behind, which has only diagonals left to right, 
and the calf of the left leg has, in this State, no horizontal lines. 
[Coll : A.] 

2nd. The stocking on the leg of the nearer of these men is 
covered with horizontals, which are now also seen on the calf 
of the leg close by, and a second series of diagonals, left to right, 
are seen on the calf of the other leg. [Coll : BM. C. P. A. J 

Upon this 2nd State De Claussin observes : ' It has not 
the delicacy and brilliancy of the ist State, although deeper in 
tone, which makes me suppose that Rembrandt must have re- 
bitten it, especially in those parts which are most shaded, where 
it is found of a hardness (duretk) which it has not in the other.' 

yd. In the lower right is the inscription Amstdodami Hen- 
drickus Vtenburgensts excudebat. [Coll : BM. C. P. A.] 

4M. The much-worn plate is coarsely retouched, and the 
inscription is Amstelodemi Justus Danckers excuddfit, [Coll : 
BM. C. P.] 
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Copy. Same d This not unfirequent but very indifferent copy 
may at once be recognised by the flat and shapeless foot of the 
bare-legged man who is receiving Christ's Body; below is 
engraved Rembrandt f, cvmpryvL 1633. I believe the copjdstto 
have been Leopold George Hertel. An outline of the foot is 
given, ipiitf IV. fig. 24. 

Copy, Same d. Zani [Bibl. XLII. viii. 171] describes a 
copy by Hertel (whom he styles Gio, Giacomo)^ and adds that 
upon some impressions is found an address by him ; I have 
seen an impression, which certainly varies from the one above 
described, which bears an address to Jacob Hertel^ ending 
Fructidor anno XI^. 

Copy. Same d. reduced ; by Hess, 
Copy rev. and reduced. Signed U Bas^ i775* 
Copy rev. and reduced ; by Mercatus. I have not seen this, 
and take the description from ZanL 

An important question has been raised as to the extent 
to which we have in this print the work of Rembrandt. The 
first to cast any doubt upon its authenticity was P. J. Mariette, 
whose inedited notes were published in Paris, 1857-8 [Bibl. 
XXIX. tom. iv. pp. 351-2]. He says that the acid failed in the 
biting of the first plate, which is dated 1633 ; and that then 
Rembrandt commenced a second plate, on the same scale from 
the same design, which was successful, and which is the one 
described above. He adds that this second plate has been 
strongly worked on with the burin to produce a good effect, 
but does not believe that this work was by Rembrandt {mats 
je ne crois pas que ce travail au burin soil de Rembrandt; it 
est trap proprement exScutS) ; and he remarks upon the 
difference in size of the two plates. 

The contrast between the work on these two plates is 
worthy of attention. It would indeed be hard to believe that 
the hand which created the first was to any great extent 
employed upon the second ; the signature and date of the 
latter are unlike those on the first, and the addition of the 
words cumpryvil,, only once again found on all these etchings 
{videEcce Homo^ No, 200), and that on the yd State, possibly 
points to its having been executed at a later date, though 
certainly not by the same assistant or pupil as the one who 
worked upon the Ecce Homo. It would be impossible in 
either case to say positively who the assistant was ; I am 
inclined to believe that the heavy burin work in this Descent 
from the Cross and the engraver-like shading of ^ the back- 
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ground, and the technic in many more important parts of the 
print, such as the group in the lower right, were by Van VHet, 
and in favour of this view I refer the student to his signed 
work, as well as to the fact that Vliet was at this time in 
Rembrandt's studio : but a great part of the inferior work 
has no such special character, either here or in the Ecce Honto^ 
that it can be assigned to one pupil rather than to another. 
Mr. Haden [Bibl. XXI. pp. 37-41] has attributed the work to 
Lievens, but the student must entirely dismiss this su^estion, 
since we know that Lievens never worked with Rembrandt 
either as an assistant or a pupil See my Notes [Bibl. XXXI. 
pp. 8-16]. 

A reproduction of the lower parts of this print and of No. 
186 is given by Mr. Haden in the paper above referred to. 



188. The Resurrection of Lazarus : a large print. 

(Lagrande Resurrection de Lazare.) 

Our Lord, placed a little to the left and turned towards 
the right, is represented standing in a dignified attitude upon 
a large flag-stone which formed the cover of the tomb of 
Lazarus ; His left hand is raised. His right restsupon His side. 
A group of six figures is behind Him, their actions expres- 
sive of astonishment. Lazarus is below, to the right of 
Christ, in the act of rising from the tomb ; towards the lower 
right is one of the sisters, the other is on the further side of 
the tomb stretching out her arms towards her brother; to 
the lefl of the latter are four figures, one starting back in 
terror, the others watching the scene. Above our Lord some 
heavy folds of drapery form a canopy, within which, high up, 
are suspended the turban, the sword, and the bow and quiver 
of arrows of Lazarus. On the rock, left exposed near the 
middle of the piece, is Rh v, Ryn.f. Date assumed^ i633« 

Dimensions: 14,5 — 10,1 ("368 — '257). 

States : ist. There is a clear space below the eye on the right 
cheek of the man who starts backwards in terror on the further 
side of the tomb, and who is bareheaded ; the background 
behind and above him is unshaded ; the old man to the left of 
this one wears a calotte ; the leg of our Saviour from the 
dress to the instep is not outlined ; the border, or arched 

N 
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frame, which surrounds the subject is irregularly drawn, and 
presents many unshaded spaces. [Coll : BM.] 

The impression in the British Museum came from the collec- 
tion of the Baron Denon ; it had been in the possession of the 
Zanetti family of Venice, in whose hands this and more than 
400 other Rembrandt prints had been preserved since about 
tiie year 1680, when an ancestor acquired the collection of J. P. 
Zoomer. It is a trial proof, and is, I believe, unique. 

2nd, The clear space on the face of the frightened man is 
worked upon ; the background behind and above him shows a 
fine diagonal line from left to right; the arched frame is 
darkened by deep and regular lines, and its outline is sym- 
metrical. [Coll: P. A.] 

^rd, A light space appears on the forehead of the man in 
profile with raised hands behind Christ on the left [Coll: 
BM. A.] 

There is an impression of this state in the British Museum 
in which some bold pencil work is seen upon and above the 
figure of the woman in the lower right ; on the back of the print 
is work of the same character, indicating an entire alteration in 
the attitude of the figure, which however is not the alteration 
shown in the next impression. 

4/A. The figure of the woman in the lower right has been 
taken out, and replaced by another stooping forward, and seen 
in profile ; the mouth of the sister who is on the further side of 
the tomb is enlai^ged by some minute work at the comers ; a 
shadow appears under the left hand of Lazarus ; the arched 
frame is made deeper at the bottom and on the left by shading* 
which is less dark than the frame, and indicates its thickness. 
[Coll: BM. P. A.] 

5M. Not only are the features of the woman on the fiirther 
side of the tomb altered, but she has a light head-dress ; the 
ledge of the frame surrounding the subject is more clearly 
defined ; and there is some retouching on the two little figures 
seen below the right arm of the frightened man. [Coll : A.] 

M. Charles Blanc divides this State into two, calling tnem 
5M and 6M, but I have been unable to verify his two States. 
In the impression of the $th State at Amsterdam, the head of 
the frightened man having come off badly in the printing, has 
been touched with a fine brush and Indian ink, giving an 
appearance of a large hairy cap or turban ; it is possible that 
this was a suggestion for the next state. 

6th. The frightened man wears a cap or turban ; in early 
impressions of this state a spot is seen beneath the nose of the 
woman on the fiirther side of the tomb. [Coll: A. H.] 

'jth. The old man with a beard, whose head appears in the 
background to the left of the frightened man, wears a turban 
instead of a small calotte, and a cap is seen on the head of the 
little figure nearest to him. [Coll : P. H.] 



^ . u 



Na x88 Scriptural and Religious. 1 79 

%th. The nearly worn-out shading which remained upon the 
little faces has been scraped away, the tool has left some nearly 
vertical lines in its place ; the features have then been drawn, 
and look as if they had been executed with a pen upon the 
impression itself; the marks of the scraper soon disappear 
together with mudi other fine worL [Coll: BNL C] 

9M. The plate is entirely retouched ; the little heads just ^ ^ ^ 

spoken of are shaded with a right to Uft diagonal ; there is close -^y-^ - ^u? -"^ -^^ 
and regular cross-work upon the hand, the &ce, shoulder, and ^ 
dress of the woman on the further side of the tomb ; and the 
shading on the bust of the old man with a beard close to 
the little figures extends to the outline of the face nearest to him, 
whereas in the previous States there was here a clear space. 
[Coll : BM. C P.] . . 

The plate is still existing, it has been barbarously retouched 
and probably is occasionally printed from ; the 9/^ SUtte just 
described carries the plate quite far enough, it is not worth 
while describing the worn and ruined impressions which show 
later work. 

Copy, Same d of the 5M State. This was first described by 
Bartsch, and, except to those who are well acquainted with the 
original, is very deceptive. I have met with it in two coUecticms 
marked as the original print ; the usual test of the copy is the 
presence of a vertical stroke in the clear space after the / in the 
name, not seen in the original, but there are impressions in 
which this vertical has been carefully erased ; a surer test is in 
the outstretched hand of the woman in the lower right, of which 
I have given a tracing, jjplatc IV. fig. 25. 

Copy, Same d 14,0 — 9,0. Not deceptive. 

Copy, Same d Inscribed I. H. C. 

Copy rev. A square plate. Inscribed J. J, K, exc. Lazzaro 
Vent Poms. M, Kussel sculpsit (I take these from Zani, BibL 
XLIL vi 302.) 

Copy rev. Very dark and ugly. In a clear space below is 
Cumano \ in some impressions this is cut away. 

Copy rev. A dark piece, almost a night scene, very poor ; it 
( "^ is by £lias Ha^d. 

M. Vosmaer [BibL XXXVII. p. 142] speaks of a picture 
by J. de Wet or de Weth, la Resurrection de Lazarey dated 
1633, in the museum at Darmstadt, conceived and executed in 
a style which reminds him of Lastman. Whether Rembrandt 
was inspired by this picture he does not say, nor does he raise 
any question as to the authenticity of the print 

Elsewhere [Bibl. XXX I. pp. 10, 11] I have expressed my 
opinion that this piece is to a large extent the work of Van 
Vliet?' The student must not compare it with the work of 

N 2 
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Van Vliet in which little or no influence of Rembrandt can be 
traced, his Trades etc., but with his best work, such as his 
St. Jerome and some of his finer heads ; he should notice the 
similarities in attitude, in the drawing of the hands, and in 
the execution generally ; and also remark the peculiarity of 
the signature van Ryn, which only once again appears on an 
etching attributed to Rembrandt, No. 189, yacob lamenting 
the Supposed Death of Joseph^ but is used six times by Van 
Vliet on prints acknowledged to be designed by Rembrandt. 
In this Resurrection we have, I believe, the composition of 
the master, and in the drawing of the Christ and of Lazarus, 
and upon the curtain, we may recognise his hand; but the 
greater part of the plate is by the pupil, who worked upon it 
under Rembrandt's supervision, and corrected and altered it 
until the well-worn copper was thrown aside, to be taken up 
again at a later time and still further disfigured. 



J 189. Jacob lamenting the Supposed Death of Joseph. 

{Jacob pleurant la mort de son fits Joseph,) 

To the left Rachel is standing upon the step of the door 
with her hands extended in an attitude of distress. Jacob, 
sitting at her feet and lifting up his hands, expresses the sud- 
den sorrow which seizes him at the sight of Joseph's coat, 
which is displayed by the two brothers Simeon and Levi, who 
bring the account of Joseph's death. One of tljem points with 
his left hand towards the place where they pretend Joseph 
has perished. A little to the right in the lower part of the 
plate is engraved Rembrandt^ and below is van Rynfet. Date 
assumed^ 1633. 

Dimensions: 4,2 — 3,2 ('loS — -081). 

[Coll: BM. C O. P. A. H.] 

Copy, Same d. Very deceptive ; referred to by Bartsch. A 
marked variation is seen in the little window to the right of the 
door ; the original has two horizontal bars, the copy has three, 
making four panes in the height instead of three. In the original 
the first letter of Rembrandt's name is a continuous line, but not 
so in the copy. 

Copy, Same d. The name of the copyist appears on the 
lintel of the door. R, Cooper^ i7S7- 

Copy, Same d. By Deuchar. The distance to the right 
shows some ill-drawn mountains. 
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Copy* Same d By S. Lewis. On a larger plate ; on the step 
in the foreground is Rembrandt and below van Ryn fecit 

Copy. Samed. By Gherard Dou. Described by 2^nL [BibL 
II. viiL 85.] I do not know this copy. 

Copy rev. Upon the stone work is Rembrandt and below it 
van Ryn in,^ and to the right GG. 

Copy rev. With three panes in the window. C. Campion. 

The history is given Genesis xxxvii. I have elsewhere 
[BibL XXX L p. 10] expressed my doubts about this print. 
Though the piece is commended by Bartsch, and the compo- 
sition is probably the work of Rembrandt, I do not think 
that the technic shows his hand. It is not improbable that 
the first of the copies above described was by Van Vliet, after 
a design by Rembrandt, and that this print is Van Vliefs 
repetition of it on another plate after the first had been sub- 
jected to the criticisms of the master. The signature is 
peculiar, it only occurs once again in these etchings, and in 
that one, the larger Resurrection of Lazarus^ No. 188, we 
recognise much of Van Vliet's work. The hand and features 
of the old woman and parts of the foliage above are of a 
better character than is usual with Van Vliet, showing, as 
does his etching of a St Jerome, how strongly Rembrandt at 
this time influenced his technic. 



«/ 190. St. Jerome sitting at the Foot of a Tree. 

{Saint y&6me lisant au pied d'un arbre.) 

He is sitting on a bank high up in the print, at the foot of 
a tree, and turned towards the left, reading in a large book 
which lies open upon his knees ; below, a lion is crossing 
from left to right, and in the right comer is a skull. Low 
down to the left, almost concealed by the shading, is Retft- 
brandt f, and opposite, to the right, is 1634. 

Dimensions: 4,3 — 3,5 ('iio — •089). 

States : 1st The shadow on the tree thrown by the figure of 
the saint is defective, having failed in the biting. [Coll: BM. C. 
O. P. HJ 

2nd, The defect in the shadow has been worked over. [Coll: 
BM. C. P. A.] 

Copy. Same d. Very deceptive. Rembrandt's name and 
the date are omitted 

Copy, Samed. Very poor. By Campion. No name or date. 

Copy rev. In the foreground, below the hind iegs of the 
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lion, is Rembrant in, 163a The upper part of the tree trunk 
has a wavy look, like shot silL This I believe is by Solomon 
Savry. 

Copy rev. The skull in the comer is a meaningless white 
patch. 

In every description hitherto given the date is entered 
1654 ; if it really were 1654 I should feel no hesitation in dis- 
carding the print, since neither in composition or technic does 
it compare with Rembrandt's later work. It is not so entirely 
unlike his earlier work as to be summarily dismissed, and 
therefore, after very careful consideration, I have decided to 
retain it, believing that the composition shows the hand of 
the master, who probably also etched the figure, but entrusted 
the filling in to another who worked under his direction. 
There is a quiet sense of repose and a breadth of treatment 
in the design of which no one of his pupils at that date was 
capable. The student should compare the leaves and foliage 
in the foreground with like work in the print called Adverse 
Fortune^ No. 262. The drawing of the lion, a sort of heraldic 
beast, has been objected to as unworthy of Rembrandt ; it is 
no worse than the lion in the St. Jerome^ No. 1 83, and we 
must remember that his wonderful studies of lions were 
executed at a later period. We do not know that he had even 
seen a lion in 1634; later, when he drew from the life, his 
delineation of animals is marvellous. There is in the British 
Museum a sketch of an elephant in broad pencil ; a photo- 
graph could not represent the folds of the skin more perfectly, 
and its trunk is absolutely mobile ; but in 1633 or -4, picturing 
an imaginary scene, he may have thought the conventional 
lion would be sufficient, and it is really not much inferior to 
the sleeping lion in the St. Jerome of Albrecht Diirer. 

I think we may attribute the detail of this print to Bol ; 
though his work, at a later date, is of a less finished character, 
the technic in this was not beyond his capabilities, when 
working under the eye of the master. 



191. The Angel appearing to the Shepherds. 

(U Annoiiciation aux Bergers) 

This is a night piece. In the upper part of the print to 
the left is a luminous space in which cherubim arc seen sur- 
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rounding the Holy Dove, from Whom the light proceeds ; 
below them an Angel, standing upon a cloud with his left 
hand raised towards heaven, is revealing to the shepherds the 
birth of our Lx)rd ; the shepherds and their flocks seen in the 
foreground are in attitudes expressive of amazement or terror 
at the sudden light which breaks in upon them ; the glory 
illumines the figures, the cattle, and part of the foreground, 
and likewise touches the extremities of the trees ; in the left 
distance a river is discovered, crossed by a bridge, with a city 
on the hill beyond ; on the right, trees and shrubs clothe the 
bank. At the lower right within the subject is engraved 
Rembrandt f. 1634- 

Dimensions: 10,3 — 8,6 ('259 — '218). 

States: \st The trunk of the principal tree is white, as is also 
that part of the sky which is illumined by the glory where the 
Angel and cherubim are seen ; the Angel is only in outline ; the 
lower part of the print is unshaded, the figures and cattle are 
merely sketched in ; the name and date do not yet appear. Of 
this State, which is a trial proof^ only two unpressions are 
known ; one of them is in the Museum at Dresden, the other 
forms part of the Cracherode collection bequeathed to the 
British Museum. [Coll: BM.] 

2nd. The upper branches only of the central tree are white, 
the Angel's robe is still unshaded, but the half of hb right wing 
nearest to his body, and the whole of what is seen of the left 
wing, are lightly worked over. This state apparently is as rare 
as the 1st I only know two impressions ; they are both of 
the greatest beauty. [Coll : BM. A.] 

M. Charles Blanc, following Wilson, here describes a ^rd 
State, distinguished by light diagonals upon the two cows 
escaping to the right, and by the upper branches of the tree 
remaining unshaded ; ' an impression,' he adds, ' is to be seen at 
the Museum at Amsterdam;' but such an impression is not 
there now. In the British Museum there is an impression of 
the following State, in which the shading upon the highest branch 
of the tree has been removed by scraping; this 'supercherie' 
probably misled Wilson, and hence the error. 

yd. The Angel's wings are shaded, a line from left to right 
appears on the sleeve below his right hand, and again on the 
drapery below the sleeve ; the upper part of the tree in the 
centre is shaded by diagonals fi'om left to right, and diagonals in 
. a similar direction are seen upon the cows escaping to the right 
^llutc V. fig. 26. [Coll : BM. C. O. P. A.] J^^.^^.^ .^ ^^.^ 

In the earliest and best impressions the arches of the 
bridge in the left distance are well defined. There is a 
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singular beauty about the whole of this background which is 
entirely lost in impressions from the worn plate ; the water, 
the wooded bank, and the town on the hill are all exquisitely 
rendered, and the effect of the unnatural light in which they 
are seen, a reflection of the Heavenly Glory like a flash of 
summer lightning, is most wonderful. Probably no finer 
impression of this plate exists than that which was contri- 
buted to the Rembrandt Exhibition of 1877 by St John Dent, 
Esq. 

I cannot conclude my remarks upon this piece without 
directing the student's attention to the extreme naturalness 
of the composition. Granted that the figures are rudely 
drawn, and that there is a want of dignity in the supernatural 
appearance of the Angel, still there is an intense reality of 
conception about the whole which at once removes it from 
vulgarity and shows the consummate powers of the master. 
The little figures which surround the Angel are in attitudes 
expressive of exuberant joy, while the Angel alone stands in 
calm solemnity ; the shepherds and their flocks start up in 
amazement, the animals, a moment before lying down in 
quiet repose, fall over one another as they dash wildly in all 
directions to escape. The whole scene is expressive of in- 
stantaneous action. 

A very beautiful rendering of this scene by Govaert 
Flinck is among the treasures in the Louvre {Ecok allemofide^ 
No. 171) ; the composition and even some of the figures are 
taken from this etching, and the beautiful transparency of the 
background is successfully imitated, but it is wanting in the 
effect of a sudden surprise, which is so powerfully shown in 
the print The picture is worthy of careful study ; its 
divergence in handling and colour from the work of Rem- 
brandt is instructive. 



192. Joseph and the Wife of Potiphar. {Joseph et 

la Femme de Putiphar.) 

The wife of Potiphar is lying upon a bed, the curtains of 
which are drawn up at the head, part of the embroidered 
quilt rests upon the floor ; Joseph turning away endeavours 
to escape towards the left Below his foot is seen Rembrandt 
/ 1634. 
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Dimensions: 3,6 — 4,5 ('091 — *iis). 

States: 1st. Between the head of Potiphar's wife and the left 
arm of Joseph is a little white unshaded space ; the back of the 
bed to the right is rounded. [Coll : A. H.] 

2nd. The little white space is worked over with a few hori- 
zontal lines, the back of the bed to the right is finished almost 
in a point [Coll: BM. C P.] 

Copy. Same d. In a dear space below is Rembrand del N. 
50. /. g. Hertel exc. A. V. (Augusta Vindelicorum). 

Copy rev. Inscribed Rembrandt/, c. 1634. The bed-clothes 
are brought up nearly to her waist I have seen an impression 
of this copy on which is written F, Mariette^ 1667. 

Copy rev. Very poor. No name. 

The plate is still in the trade, and has been re-worked. 



193, The Crucifixion; a small square Platk 

(Jisus en Croix.) 

One Cross only is introduced ; it is that upon which the 
Saviour is crucified, and is to the left of the print, almost in 
profile ; one of the Maries is seen at the foot of the Cross, the 
other to the right is supporting the Virgin, who has fallen to 
the ground ; in the foreground, clad in a long robe and 
turban, and seen from behind, is Joseph of Arimathea ; some 
buildings are discovered in the distance to the right At the 
top, in the middle of the plate, is Rembrandt f. Date 
assumed^ 1634. 

Dimensions: 3,7 — 2,6 ('094 — "066). 

[Coll : BM. C. O. P. A. H.] 

M. Charles Blanc has descnbed three States, the 1st with the 
background soiled, the 2nd darkly tinted, and the ^rd in which 
the tint is effaced. The print is not an unfrequent one, though 
fine and early impressions are rare. The variations remarked 
upon are, I believe, entirely due to the printing, the ink having 
been puiposely allowed to remain for the sake of eflfect, and 
there is no true variation upon the plate. The background in 
some instances is very darkly coloured [Coll : BM.^ ; in others 
it is only partially tinted [Coll: A. H.]; in others it is almost 
clear [Coll: BM. C.]; or again it is coarsely and irregularly 
smeared over, or has been carefully cleaned ; but whatever the 
difference, there is, I consider, only one true State. M. Blanc 
believes that these tricks with the plate were never done by 
Rembrandt but belong to a later time, an opinion in which I 
heartily concur. The only good impressions are those with a 
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slightly soiled back^ound ; the student will estimate their 
quality by the condition of the work. 

Copy. Same d 4,5 — 3,2 ('iis — •081), with a narrow dear 
space all round ; in the centre near the top is Rembrandt^ below 
the subject to the left is Copy by S. Lewis. 

Copy. Same d. The three rays which fall from the right are 
carefully drawn, and appear like an obelisk. The name is 
weakly engraved, and reads Rembannk. 

Copy, Same d., BibL IX. 



194. Our Lord and the Disciples at Emmaus: a 
SMALL Print. {Les Pilerins dEmmaus — en petite 
dimension.) 

Our Lord, Whose head is encircled by a nimbus, is seated 
to the right at a table ; the two disciples are opposite to Him, 
and a dog is by His side. One of the disciples, wearing a 
high cap, is sitting to the left in an elbow-chair with his 
hands raised and joined ; the other holds a shoulder of 
mutton in his left hand, and is about to use a knife with his 
right, when he is arrested by the solemn act of our Saviour, 
on Whom he gazes with surprise. In a clear space below the 
subject is Rembrandt f, 1634. 

Dimensions : 4, i — 2,9 ( * 1 05 — '074). 

rColl : BM. C. O. P. A. H.l 

Two States are described by M. Charles Blanc, but I am 
unable to verify them ; the finest and earliest impressions show 
very delicate verticals on and below the foot of Christ as seen to 
the right of the table leg, and also below the breast of the dog ; 
there is one such impression at Cambridge ; this work very 
quickly disappears ; the plate was coarsely retouched at some 
later time, and a slipped stroke is seen through the table foot, 
left-to-right, in some, but not in all retouched impressions ; the 
amateur must be guided by the quality of die work. I believe 
the plate still exists. 

Copy rev. In the clear space below is Ari^ 1636. 

Copy rev. On smaller plate, very coarse. 

M. Vosmaer refers to copies by J. H. Suhrland in i755,and 
J. L C. Van den Berch van Heemstede. I know nothing of 
these. 

195. The Samaritan Woman— at the Ruins. {La 

Santaritainey dite aux Ruines,) 

The plate, to the left, is filled by a laige ruined building, 
the entrance to which is up a flight of steps in an arched 
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corridor ; the well is on the right, at the foot of these steps ; 
above the well, attached to the wall by strong timbers, is the 
pulley round which passes the chain for lowering the bucket 
Our Saviour sits on the left of the well, and, with His right 
hand raised, is addressing Himself earnestly to the Samaritan 
woman who stands on the other side, holding the chain in 
her right hand, and resting the other upon the edge of the 
well. To the right the disciples are seen returning from the 
city of Sychar, which is in the distance. At the top, on the 
same side, is Rembrandt/. 1634. 

Dimensions: 4,8 — 4,1 ("12^ — '106). o/^ 

The plate is slightly wider at the bottom. ' -7v 

M. Charles Blanc describes three States of this piece, quoting 
the authority of the late M. Weber of Bonn [BibL VIII. vol. 
i. p. 162]. But as he does not point to any actual variations, in- 
tended or accidental, but only to a worn condition of the plate 
for the distinctive marks of his 2nd State, I am unable to agree 
with him. I recognize only two States of this print 

States: 1st, Two very delicate lines, meeting at the right 
and diverging towards the left, are drawn across the top of 
the print ; a similar line is seen along the bottom, passing 
through the foliage in the foreground, Very delicate vertical 
shading appears above the little window at the top ; die.lower 
rim of the bucket, farthest f rom the woman's hand» is unshaded. 
In later impressions* these ^fmer lihes disappear ; first the lower, 
afterwards the upper; and the vertical lines above the little 
window are fewer and shorter; any variation in the shadmg 
above the left foot of Christ is an effect of printing. [Coll: BM. 
C P. A.] 

I have seen a fine early impression of this State printed in 
red ink. 

2nd, The bottom rim of the bucket nearest to the woman's 
hand is shaded by a fine diagonal line ; someone horizontal 
sdading is seen at the end of the low wall farthest away from 
the place where our Saviour is seated — that is, more towards 
the middle of the print ; there is a slipped stroke across the 
centre of the foreground from left to right Still later impressions 
show marks of retouch. The plate exists, and is occasionally 
used ; some impressions are found printed on modem paper. 
[Coll : BM. C. O. P. H.] 

Copy. Same d. The sky has been filled with very harshly 
executed clouds. Rembrandt's name is introduced on the ground 
below the wall. 

Copy, Same d. Might be taken for a retouch The shadows 
are heavy and dark, especially upon the figure of Christ ; the 
woman has a smirk — it is hardly to be called a smile ; numerous 
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fine interlines shade the outer rim of the wall close to Christ's 
knee. I believe this copy is by Bretherton. 

Copy, Same d. The name, at the top to the right, is feebly 
and shakily engraved. 

Copy, Sajne d. Very poor ] the name does not appear. 

Copy rev. Below the woman is Ritnbrandty and above is 
Carlo Nicolo Cochin, 

Copy, Same d. \st State^ BibL IX. 



/ we. The Tribute Money. {Le Denier de C^sar) 

Our Lord is seen in the midst of the Pharisees answering 
their questions as to the lawfulness of paying the tribute to 
Caesar. His left hand is placed upon the hand of the 
Pharisee whom He is addressing ; with the right He points 
upwards as He says, ^ Render unto Ca^ar the things which 
are Caesar's, and to God the things which be God*s.' Date 
assumed, 1634. 

Dimensions: 2,9 — 4,1 ('074 — "los). 

[Coll : BM. C. P. A. H.] 

Three states have been described ; the variations which dis- 
tinguish the 1st and 2nd consisting of less or more work upon 
the Jew seated to the right, and in the ^rd of a retouch ; but I 
cannot satisfy myself that there is more than one true State. 
The plate is still in existence ; it was one of those which came 
into the hands of the widow of Jean the printseller, and was 
then re- worked; impressions are not unfrequent; some are 
tinted, and have a large maigin. 

Impressions of this and of other plates are sometimes found 
printed in red ink. They have almost invariably a modem 
look ; and if casually met with would be regarded as recent 
Among others there is one of The Tribute Money at Cambridge ; 
it was m the Library Collection, and therefore must have been 
printed within fifty years of Rembrandt's death. 

Copy rev. The Jew who shows the money has an aquiline 
nose; below the plate to the right is F, Novelli, It is his 
No. 9. 

^ 197. The Martyrdom of Saint Stephen. (Martyre 

de Saint Etienne,) 

The Holy Martyr St. Stephen is on his knees in the 
middle of the piece, he wears a loose fitting dress, one of his 
feet is bare ; rays of light are represented falling from heaven 
upon his head. Above him stands a Jew who is about to cast 
a large stone ; a second Jew, holding the embroidered robe of 
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the Saint with his right hand, is about to strike him with 
another stone which he grasps in his left. Low down to the 
left, in a space clear for the purpose, is Rembrandt f. 1635. 

Dimensions: 3,8 — 3,3 ('097 — •084). 

[Coll : BM. C. O. P. A. H.] 

M. Charles Blanc has described a 2nd State of this print. 
The plate still exists and has been coarsely reworked ; impressions 
are not unfrequent, and I am not prepared to admit them. The 
notice of a 2nd State first appeared in the Sale Catalogue of 
Van der Zende, edited by M. Guichardot, Paris, 1855. There 
is a very early impression of the 1st State at Cambridge, 
printed in red ink. 

Copy rev. ; in a clear space below is /an de Ridder na Rem- 
brand, 

198. Jesus Christ driving out the Money Changers. 

(y^stis chassant les vendeurs du temple) 

The scene is laid within the Temple, the arched roof of 
which is supported by many pillars ; from the ceiling on the 
left is suspended a chandelier. Our Saviour, from Whose hand 
proceeds a glory, is in the middle foreground ; He has over- 
turned a table at which sat a money changer, who is securing 
a bag with money, and while several pieces are sliding off his 
table he looks up with fear at the hand armed with a scourge 
which is uplifted to strike him. The picture is one of hurry 
and confusion ; among other figures is one to the right, that of a 
man who holds an ox by a rope, and is thrown down and 
dragged along the ground. Behind all this, in the back- 
ground, we see the high priest sitting in judgment upon an 
offender, who is placed before him kneeling. At the lower 
right is Rembrandt f. 1635. 

Dimensions: 5,4 — 6,6 ('138 — '168). 

States: 1st. The upper part of the face of the man who is 
dragged by the ox is clear, as is also the sole of his foot ; his 
mouth is of natural size. [Coll : BM. C. P. A. H.l 

2nd. The upper part of the face of this man is worked 
upon, the sole of the foot shows some spots of acid ; the mouth 
is enlarged to much more than its natural size. [Coll : BM. C. 
P. A. H.] ■*• 

Copy rev. The details of the background are finished and 
show dark dUtlines, the chandelier and chain shaded are with 
regular cross-work, etc. It is by Deuchar. 

Copy rev. EtcheJ in a hard coarse manner ; in the lower left 
v& Rembrandt f. 1633. 
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This plate, like some others, seems to have &llen into the 
hands of those who have busied themselves in manufacturing 
States. An impression is found without the chandelier, while in 
another the whole of the vault has been burnished out, and a 
small landscape, that from Tfu little Resurrection of Lazarus^ 
printed in ; these variations, it is needless to say, were not the 
work of Rembrandt, but probably owe their ongin to a much 
later time. 

Zani was the first to remark that in the Christ in this 
print we have a reproduction in a reverse direction of the 
figure of Christ in a similar scene by Albrecht Durer. (The 
Little Passion on Wood, Bartsch, No. 22.) Rembrandt, if this 
etching is his, must have copied from Durer directly upon the 
copper. I have given tracings of these figures, XsbiXi V. 
fig. 2T^ placing both in the same direction for the purpose of 
comparison ; the superior character of Diirer's work is most 
apparent. 

Connoisseurs have been somewhat divided in their estimate 
of this print ; it is full of faults, the grouping is a little 
confused, the faces are singularly wanting in expression, 
at least such expression as is worthy of Rembrandt, and the 
technic is inferior ; on the other hand it has qualities in which 
he was pre-em'nently distinguished above all etchers of his 
school ; the spirited action of the crowd is admirably rendered, 
all is life and motion in the foreground, while the introduction 
of the scene in the distance is eminently suggestive of the 
contemptuous indifference with which the chief Jewish autho- 
rities regarded our Lord. 



yf 199. St. Jerome kneeling. {Saint jMme Tt genaux) 

He is represented kneeling, with his hands joined to- 
gether, and turning towards the right ; the lion stands beyond 
him in the same direction, occupying the whole breadth of 
the plate. A closed book lies on a bank to the left, and 
upon it is placed a jug, above which the background is lightly 
shaded ; the rest of the background is clear. Towards the 
upper right is very faintly engraved Rembrandty and below 
the name/ 1635, the last figure being scarcely legible. 

DimensiothS: 4,5 — 3,2 ('115 — '08 1). 

[Coll : BM. C. O. P. A. H.] 

An impression at Amsterdam is tinted with Indian ink. 



-X 



No aoo Scriptural and Religious. 191 

Copy rev. The light falling on the head has a natural effect 
in the original, and the handle of the jug is angular ; the light in 
the copy looks like a fillet or band around the head, and the 
jug handle is rounded. 

Copy rev. The plate is higher, and Rembrandt's name 
appears twice in the clear background to the left This copy is, 
I tiiink, by Basaa 

Copy rev. On a smaller plate. In the upper left is Rem- 
brandt. A, De Vosfec. 1677. 

The lion in this print is not quite so bad as in the 
St Jerome sitting etc.. No. 190; but it compares unsatis- 
factorily with Rembrandt's later drawings. The print is dated 
1635, but for this I should have placed it rather earlier. 



y 200. The Ecce Homo. {Ecce Hofno) '^ 

In this admirable composition Our Lord is represented 
standing with His eyes raised towards Heaven, manacled 
and partially unclothed, and wearing the crown of thorns. 
Below, to the right, Pilate is seen, having apparently just 
risen from his chair, his left hand extended as if expostulating 
with a group of angry Jews, who are insisting that he shall 
crucify his prisoner. One of these Jews grasps a reed; 
another, with repulsive face, plucks Pilate's robe to attract 
his attention ; again another, lower down to the left, stretches 
out his hand towards the crowd which fills the left of the 
picture, as if to restrain their fury, that those nearest to Pilate 
may make themselves heard above the din. The guards are 
disposed around and behind Christ ; a canopy is seen above, 
and architectural details almost fill the background, while to 
the left rises a column, on which is placed the laurel-crowned 
head of the Roman emperor. Below the subject, in a clear 
space -^ inch ('010) deep, is lightly inscribed Rembrandt/, 1636 
cumprivele et, but this does not appear until the yrd State, 

Dimensions: 21,7 — 17|6 ('550 — '447). 

Before describing the five States of this print mention must 
be made of a beautiful design for the composition, ' en grisaille,' ' 
described by Smith (Smith's Cat vii. 37), and now in the pos- 
session of Lady Eastlake. It was formerly in the collection of 
the Burgomaster William Six, at whose sale in 1734 it brought 

> Smith calls this en grisaille. This tenn is only correctly applied to a picture 
executed in white and grey. 




^.^c-^-' >^< <>/.£, /^-^ t t,t. j*r<'^ .<?-•. 
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70 florins, about /^t. It has since passed through the collec- 
tions of Mr. Goll, Mr. Brondgeest, Mr. Emmeison, and Mr. 
Jeremiah Harman. The composition is in reverse direction to 
that of the plate ; and though recent work by an inferior hand 
appears, chiefly upon the central group, there is no doubt that 
this is Rembrandt's original composition for the etching. Jn 
this *grisaile' the canopy is seen to extend half across the pic- 
ture. Immediately below, and partly concealing the figure of 
the Saviour, and nearest to Pilate, is the repulsive face of a man 
in a coarse fur cap ; his ear and cheek are concealed by the 
open hand of a man whose bald head is partly covered with a 
linen cap, and who is to his right in the ' grisaille,' to his left 
in the print ; between these two rises the reed. If the hand 
of the first man be looked for, it will be seen below, pluck- 
ing the robe of Pilate ; the upper outline of the arm of the 
second man, to which the open hand belongs, forms a line 
extending from the wrist of this open hand to his eyebrow. 
Above the outline of this arm, filling up the space between the 
two heads, and crossed by the reed, is a lighter space, which, 
in the ' grisaille ' is evidently intended for a flap or backward 
continuation of the cap worn by the first figure. A sketch in 
outline will render this at once apparent K^Mt VI. fig. 29. 

Turn now to the print for which this grisaille is the design. 

States: ist. The figures of Pilate and of the five Jews who 
are pressing around him are not introduced ; that part of the 
plate remaining perfectly blank ; the canopy, as in the grisaille, 
extends half across the top of the scene, but is not kept in 
shadow ; the small portion of the sky which appears in the 
upper left is boldly and effectively etched ; but the print, so far 
as is completed, is wanting, especially upon the left, in shade, 
and is too uniform in tone. [Coll: BM. A.] 

There are two impressions of this State in the British Museum ; 
one of them shows the corrections of the master's hand ; half 
the canopy is blotted out, the folds of its curtain behind Pilate's 
chair are deepened in shadow, and the lights on the left and in 
the background are lowered ; these corrections are executed 
in bistre with a brush. 

2fui, The canopy above the chair of Pilate is lessened by 
one-half, and the shadows suggested in the corrected trial proof, 
which we call the ist State, are introduced, as are the figures 
which were then omitted ; but a curious error appears in the 
space between the heads of the two men which^ speaking of the 
grisaille, I have endeavoured to describe. It was intended here 
to represent a continuation of the cap of the first man ; instead 
of this a space is seen lightly shaded with right-to-left diagonals. 
If now the eye is carried forward to the other side of the setvnit 
head, an arm is seen really belonging to this second figure, but 
its upper outline apparently continuous with that of the lightly 
shaded space just described, and itself shaded in a similar 
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manner ; the result is, that this arm and hand stretching out to 
the right are actually made to belong to the first described figure 
in the coarse cap, and the presence of the hand below plucking 
Pilate's robe is, of course, not accounted for. |liutt VI. fig. 29, 
the upper sketch. [Coll: P. H.] 

3r-i The obvious mistake is corrected, and the offending 
shoulder, closely worked over, disappears. [Coll: BM. Cjf.'] c>L 

j^h. The head described above as t/i£ second^ and which is ^^ 
partially covered with a linen cap, and had been only lightly 
and irregularly shaded, is now worked over as high as the 
temple with a very regular left-to-ri^ht diagonal ; this is intended 
to express the shadow cast upon his face by the high cap of the 
Jew to the left [Coll: BM. A. C] |plati VI. fig. 29, the lower 
sketch. 

5/4. On the left of the dear space below is engraved J^em- 
hrandt pinxity Malboure excud, Riu St. ^Yaques^ and on the right 
is AU'dessus de St, BeruAt d VImprimene de taiUe douce (Le. above 
the St Benoit, at the copper-plate printer's). [Coll : BM.] 

The plate had long left Rembrandt's possession when this 
inscription was placed upon it, and impressions taken. 

Zani [Bibl. XLII. vii. 301] enumerates nine copies ; three of 
these are in reverse on smaller plates ; one in the same direction 
he attributes to Sebastian Savry. I am quite unable to identify 
all the copies he mentions. 

Copy, Same d. Of the 2nd State with the offending shoulder ; 
in the clear space below is Rembrandt f, 1636 ; the figures 6 and 6 
are reversed. The error of supposing this light space in the 
grisaille was intended for a shoulder to the first head becomes 
even more obvious in this copy. It is without name, but I 
think I am right in ascribing it to Leopold George HerteL 

Copy. Same d 20,5 — 1 6,9 ('520 — '429). Not deceptive. 

Copy, Same d. 20,6 — 1 7,0 ( -5 2 2 — '43 1 ). 

Copy, Same d. On smaller plate by Savry (Zani). 

Copy rev. and reduced by George Malbeste. 

It has long been a question among competent critics as 
to what extent this finely designed print is the work of 
Rembrandt, or how much of it was entrusted to an assistant 
or pupiL It has never, I believe, been suggested that the 
design was by any but the master ; without the evidence of 
the grisaille, we are satisfied that the composition is far too 
grand to have been created by any other than Rembrandt ; 
it is the vety unequal execution of the print which has given 
rise to doubt. Josi is said to have first raised the question. 
Mr. Carpenter, late Keeper of the Prints in the British 
Museum, kindly directed my attention many years ago to 

O 
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those details which he believed were by a diflferent hand ; 
and more than one distinguished artist has so strongly ex- 
pressed himself upon the inferiority of the technic in some 
parts of this large print that its doubtfulness has become 
almost traditional in the British Museum Print Room. The 
existence of the grisaille and the diflfe^nt States enable 
us to form our conclusion. The original design was entirely 
by Rembrandt, its transference to the plate was also by 
him, and much of the detail is due to his hand, but a pupil 
or assistant was employed ; it was for the guidance of this 
assistant that the bold and masterly directions seen in the 
priceless ist State in the British Museum were executed, and 
s^ain for this assistant that the manifest error in the 2nd 
State was corrected ; but we cannot doubt that Rembrandt 
himself continually worked upon the plate ; the group formed 
by Pilate and the four Jews nearest to him, and the figure of 
the Saviour rising above them, were certainly his, although 
even here some weaker handling appears ; the heads in the 
foreground and the work which covers the sky in the later 
States {not that which first appears upon it), the filling-in of 
the background and to the right, are altc^ether inferior. I have 
elsewhere [Bibl. XXXL p. i6] recommended the student to 
shut out all but the pyramidal group in the centre, and look at 
it as if executed en vignette. Had this, and no other part of 
the plate been known, the imperfections in the technic would 
never have been noticed, nor should we have inquired what 
other hand had touched the plate. 

There is nothing whatever in the inferior work which 
gives any reliable clue to the assistant who was employed. 
Some of the finer work is not unlike Bol, who, in 1636, was 
still with Rembrandt I should (lass over without remark 
the assertion that it was by Lievens if Mr. Seymour Haden, 
himself an etcher, and therefore entitled to be heard in dis- 
cussing the technic of a print, had not so unhesitatingly 
assigned to him the authorship of the plate [Bibl. XXI. p. 41] 
and referred for evidence to the prints to which Lievens' sig- 
nature is attached. I have before shown, pp. 1 06-7, that Lievens 
was never a pupil or a worker with Rembrandt, and, in fact, 
was not a resident at Amsterdam until a later time ; he could 
not therefore have been employed upon this plate. Who it 
was who executed the inferior work can only be a matter of 
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conjecture ; for, as I have before urged with regard to an- 
other plate, there is nothing so distinctive in the manner of 
this work as to afford a clue. *V* 



20L The Prodigal Son. {Le Retour de r enfant 

prodigue,) 

The prodigal son is seen upon his knees on the steps of 
his father's house ; his only covering is a ragged cloth tied 
about his loins ; his father is bending over him with an ex- 
pression of tenderness, and his mother is seen above looking 
from a ca.sement ; to the right a servant is coming out of the 
house with clothing, and behind him the elder son is seen. 
In the distance, through an arch to the left, we obser\'e a 
peasant with cattle, and farther away some buildings upon a 
hill. Below the left foot of the father, upon the step, is Rem-- 
brandt f. 1636. 

Dimaisians: 6,2 — 5,4 (-158 — '138). 

[CoD : BM. C. P. A. H.l 

Copy rev. On the step below the foot of the father is Rem- 
brandt f. 1636, the final 6 reversed {m a counterproof the whole 
signatiu'e would have been reversed). I attribute this copy to 
Solomon Savry. 

Ccpy rev. On a smaller plate. Veiy poor. 

I have reason to believe that the plate still exists. 



802. The Virgin mourning the Death of Jesus. 

{La Vierge de douleur.) 

She is a half length turned to the right ; upon a stone pro- 
jection in front of her He the nails and the crown of thorns 
over which she appears to be sorrowfully meditating. Date 
assumed, 1636. 

Dimensions : 4,4 — 3,5 ('113 — '089). 

rCoU : BM. O. P. A.] 

Wilson and M. Charles Blanc have described two States, the 
ij-/, in which some harshly engraved work is seen beneath the 
chin and arms of the Virgin ; the 2nd^ in which it has been re- 
moved with the scraper. In an impression at Paris these lines, 
filled with burr, produce an unpleasing effect ; in the few im- 
pressions I have seen this burr gradually disappears, being, as 

03. 
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the printing proceeded, removed partly by the scraper. Possibly 
impressions exist before this dry point work was introduced, but 
I have not seen them. 

Copy, Same d. In the original the shading upon the fore- 
head is markedly irregular, while in the copy the lines might 
have been ruled, and the downward lines are nearly vertical; the 
shading generally is of the same character. This copy is by W. 
J. SmiSi. In some impressions his initials are seen a litde to 
the right in the upper part of the plate. 

M. Charles Blanc suggests that the plate is by Bol ; if an 
impression were met with for the first time in a miscellaneous 
collection, it would not, I think, be attributed to Rembrandt ; 
the worn prints which occasionally appear are still less like 
his work. 



SOS. Abraham caressing Isaac. {AbraJiam caressant 

Isaac) 

An old man with a lai^e beard is seated on a cushion 
placed upon a bank; he is full face, but his body turned to the 
right ; he wears a fiat cap hanging over at the sides and a 
robe trimmed with fur. Between his knees is a little boy 
laughing and looking to the right, holding an apple in his 
left hand ; the old man's right hand caresses the boy's chin. 
Low down to the left is Rembrandt /. Date assumed, 1636. 

Dimensions: 4,6 — 3,5 (tiS — '089). 

rColl : BM. C. A.] 

Bartsch placed this among the Old Testament subjects ; in 
this he is followed by M. Charles Blanc \ Wilson, agreeing with 
Gersaint, removed it to the class of Fancy Pieces. The style of 
composition and the technic somewhat resemble Abraham 
sending away Hagar, but I cannot think it a piece entirely free 
from doubt, and but for the expressed opinion of others ^ould 
have been incUned to attribute it to Bol. In late impressions 
some scratches in the right background disappear, and a scratch 
crossing the child's left shoulder and continued to the apple 
possibly points to the existence of a second State. From the 
occasional occurrence of harshly reworked impressions the plate 
is probably in the trade. 

The foliage to the left resembles that in the foreground of 
the print called Adverse Fortune, No, 262. 



/ 
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204. Abraham sending away Hagar and Ishmael. 

(Agar renvoy^e par Abraham^ 

Abraham, standing with his right foot on his door-step as 
if about to return into the house, extends both hands while 
he dismisses Hagar and Ishmael, who are slowly moving 
away towards the right ; Hagar, covering her face, appears to 
be weeping; through a window to the left Sarah is seen 
leaning out with a smile of satisfaction ; and, partly concealed 
by the low hatch of the door, Isaac is watching his brother's 
departure; a little dog is placed upon the steps with its 
forefoot raised as if hesitating whether to go or stay ; trees 
and buildings fill the background. At the top to the right is 
Rembrandt y and below it j. 1637. 

Dimensiotis: 5,0 — 3,8 ('128 — '097). 

[Coll : BM. C. O. P. A. H.] 

In the earliest impressions, the eyes of Abraham and Sarah, 
having been finished in dry point, are black and without expres- 
sion \ the latest impressions on the other hand show marks of a 
retouch ; a second State has been described, but I cannot 
detect any variation except this retouch, which is not due to a 
printing effect ; and the retouch is so delicately introduced and 
so gradualljr that it is impossible to fix where the second State 
should begin. 

Copy rev. The size of the original. In the upper left ]& L de 
Ram, exc, A 2nd State of this copy has the further inscription 
Gherardo Dau a. f, RR. This is very &intly executed and 
placed above the other (referred to by Zsini). 

Copy rev. Hagar's eye b open, not shut as in the original ; 
on the step behind Abraham's foot in the lower right comer is a 
monogram formed of the letters MB. 

Copy rev. Inscribed MBR — 1706. 

Copy rev. By the same hand, inscribed MB — R (all these 
are, I believe, by Franc Mieris the younger). 

Copy rev. Inscribed Aoveiliy No, 19. 

Copy rev. In a clear space below to the right is Rembrandt 
iftv. By Richard Cooper. 

Copy rev. In four States, ix/, Ishmael only is finished ; ind^ 
Abraham is finished ; ydy the plate is complete and in the 
upper right is inscribed Rembrandt, On the 4M is No, 29. This 
copy is by Worlidge. 

Copy. Same d., Bibl. IX. 

A study for this print is among the Rembrandt drawings 
in the British Museum, reversed, and in some respects dif- 
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fering from the etching. It measures 7,4 — 9,3 ('188 — '236) 
and was formerly in the possession of Woodbum. 



805. Joseph telling his Dreams. {Joseph racontant 

ses songes.) 

Jacob is seated in an elbow-chair on the left, listening to 
the recital of Joseph, who appears in the middle of the piece 
in an attitude expressive of the words he is uttering. ' Behold 
we were binding sheaves in the field, and lo ! my sheaf arose 
and also stood upright, and behold your sheaves stood round 
about and made obeisance to my sheaf,' Genesis xxxvii. 7. 
In the background to the left is a bed on which Rachel the 
mother of Joseph is lying ; Dinah his sister is sitting to the 
right, with her back to the spectator, having an open book in 
her hand ; Joseph's brethren are grouped behind ; one stand- 
ing wears a turban ; another to the right, seated nearest to 
Joseph, turns his head away with contempt at the idea of 
making obeisance to his younger brother ; on a stove under 
Jacob's chair is engraved, though not to be easily deciphered, 
Rembrandt f.y and below, 1638. 

Dimensions: 4,4 — 3,3 ('113 — •084). 

States : 1st, The curtain in the background, die upper part of 
the door, the face and turban of the person who stands behind 
Joseph, and in general all the heads in the background, are 
white or lightly shaded ; other parts, especially in the foreground, 
are also lightly shaded [Coll : BM. C. P. A. H.l 

2n(L AU these parts are worked over. [Coll: BM. C. P. 
A. H.] 

Copy. Same A 1st State, BibL IX. 

This scene forms the subject of a spirited study eft grisaille \ 
in the Coll. of Mr. J. P. Six van Hillegom. The picture is in a 
reverse direction to the etching, and though not dated is cer- 
tainly of Rembrandt's earliest time. Joseph is placed in pro- 
file, and the grouping is rather differently disposed, but the 
seated figfure of Jacob is accurately reproduced upon the cop- 
per. A drawing of this latter figure in red chalk, also in 
reverse, undoubtedly by the master's hand, was contributed 
by W. Mitchell, Esq., to the winter exhibition 1877-8 of the 
Grosvenor Gallery. • It bears the monogram Rh, and the date 
163 1. From the character of the technic, it is probable that 
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this is not the true date of the drawing but of the grisaille 
from which it was taken ; the drapery, the aged hand, the 
attitude and expression, are much more admirably rendered 
than in the etching which was directly copied from it upon 
the prepared plate. 



206. Adam and Eve. {Adam et Eve.) 

They are represented in Paradise. Eve standing in the 
centre of the print holds the forbidden fruit and is persuading 
Adam to eat ; her husband, standing to the left and partly 
resting upon a bank, seems to refuse to participate in her sin ; 
to the right is a tree upon which Satan is represented under 
the figure of a large winged serpent, his head hanging down 
and holding another apple in his mouth ; in the distance to 
the right an elephant is seen. There is a clear space below 
the subject, in which is engraved Rembrandt f, 1638. 

Diffunsions: 6,4 — 4,6 ('163 — 'iiS). 

States: ist. The upper outline of the bank against which 
Adam b resting is lightly engraved and not continuous. [Coll : 
BM.] 

2M. The upper outline of the bank is strongly defined. 
[Coll: BM. C. P. A. H.] 

All who have described the 2nd State of this print have agreed 
in describing as a variation, the shading upon a small space in 
the inner part of the thigh of Eve. The distinction is one I 
have never been able to detect, but I have found impressions 
(there is one at Paris) in which I remarked a slight tint of ink 
upon the lower part of the body and upon the tibighs, which I 
believe has misled amateurs. 

One of the three impressions of the 2nd State at Amsterdam 
has also been tinted. I have seen two others on which Indian 
ink has been used. The only true variation is in the outline of 
the bank, above described, and the only impression I know of 
the ist State is that in the British Museum. This impression 
has the additional interest of having been worked upon by 
Rembrandt ; a tree is introduced in Indian ink, rising from the 
bank to the left, and meeting the foliage at the top, thus framing 
the central group and throwing it into relief. 

Though the figures of Adam and Eve are ugly and uncouth, 
the print must not on that account be rejected, or its real excel- 
lenaes overlooked ; the management of the lights, direct and 
reflected, upon the limbs bears the unmistakable impress of the 
master. 

Copy. Um a>piefort trompeuse is referred to by Bartsch, who 
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pictures a variation by which it may be recognised A much 
more marked variation is in the upper part of the tree to the 
right; j^\Uit V. fig. 28. The eye of the elephant is black in the 
copy, white in the original ; impressions are generally cut close 
at the bottom, when they are not there is seen engraved No, 29 
du Catalo. This copy was probably by Basan. 

Copy. Same d. Described by Zani [Bibl. XLII. part ii. 
voL ii. p. 239], measuring 5 p. 7 — 4 p. 3 and inscribed Rmm- 
bramit f. 1638. 

Copy in rev. Measuring 6 p. i — 4 p. 3, also described by 
Zani, and attributed by him to Gherard Dou. 

I have not been able to find either of these, but I have seen a 
counterproof of the 2tid State which has possibly been mistaken 
for a copy. 

Copy. Same d., Bibl. IX. 



y 207. The Death of the Virgin. {La Mart de la 

Vierge.) 

The Blessed Virgin appears at the moment of death. St. 
Joseph and the Holy Apostles who, according to the legend, 
were miraculously brought from their distant mission, or 
temporarily restored to life again that they might be present 
at this solemn scene, are grouped around the bed ; St Joseph, 
raising her pillow, holds a handkerchief to her face, St. Luke, 
standing by, presses his fingers upon her wrist as feeling for 
her pulse ; a tall woman, with hands raised and clasped, 
stands at the foot of the bed ; St. John is behind her ; to the 
left a Jewish priest sits at a table reading from a large book, 
and close by the bed head on the left is the High Priest, his 
arms hanging down and his hands clasped while he looks 
with mournful attention upon the dying Virgin ; by his side a 
boy holds a large crozier ; in the right background a man, 
whose features are not unlike those of Rembrandt himself, is 
represented drawing back a curtain. Angels and cherubim 
are roughly sketched above. Low down to the left is Rem- 
brandt 1639 ; below the subject is a clear space -^ ('Oi 5) deep, 
as if for an inscriptioa 

Dimensions : 1 6, i — 1 2,4 ('409 — "31 5). 

States: 1st. An arm-chair seen in the lower right is only 
partially shaded ; the upper part of its left arm, the back, and 
the bar which connects the legs, are but slightly worked. Trials 
of the needle and slipped strokes are seen, chiefly in the right 
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corner, crossing the line which borders the subject below, and 
extending into the clear space. [Coll : BM. P. A.J 

iruL The upper part of the lett arm of the chair is darkened 
with deep lines in the direction of its length, a horizontal crosses 
the verticals on the back, ornamental cross-work borders the 
seat, and the bar which connects the 1^ is strongly shaded 
[CoU : BM.] 
• The impression in the British Museum is very fine ; the shade 
introduced into the lower right produces an extremely good 
effect 

3fi/. Only differs from the 2nd in this, that the scratches or 
trials of the needle etc., in the lower margin, are burnished out 
[Coll: BM. C. O. P. A.] 

We may no doubt regard this as the finished plate, the \st 
and 2nd States being trial proofs. 

4/^. The worn plate has been retouched, and in many places 
the lines are deepened. A fine vertical shading is seen upon 
the bed-post immediately against the right hand of one of the 
disciples whose hands are resting on the bed. [Coll : BM. C. 
P. A. H.] 

Copy rev. By De Non. On a plate of the same size. Near 
the chair on the left Is Rembrandt 1639, and in the lower right is 
2>-// (1783). 

Copy. Referred to by Vosmaer. I do not know it 

The water-mark in the paper on which some impressions 
are printed is a fleur-de-lis rising above a shield. 

Although I have retained the title which this print has 
always borne, and following my predecessors, have described 
it as representing The Death of the Blessed Virgitiy I have 
done so with considerable hesitation ; the figure upon the 
bed is rather that of a man than of a woman, and the presence 
of the High Priest is also somewhat anomalous, but as I am 
quite unable to suggest another explanation, I allow the com- 
position to retain its name. 



808. The Presentation in the Vaulted Temple. 

[presentation au Temple, Pike en largeur.) 

Simeon to the right is kneeling on one knee with the 
Holy Infant in his arms, the Blessed Virgin is kneeling before 
the aged prophet and above her is seen St Joseph holding a 
pair of doves ; a broad beam of light proceeding from the 
upper left comer falls upon the Child ; several persons 
behind and at the side are watching the scene. Foremost 
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among them in the middle of the piece is Anna the prophetess, 
with a crutched stick in her hand ; the Holy Dove appears 
hovering above her head ; this dove is very clumsily drawn ; 
higher up is a sketch for another, as if intended to take its 
place in a later state. In front to the left are two Jews con- 
versing, and at their feet is a dog. The background rep|£- 
sents the inner part of the Temple, where many Jews are 
assembled. Date assumed^ i639* 

Dimensions : 8,4 — 1 1,4 ('214 — '290). 

States: 1st. Simeon's head is uncovered, his robe and that of 
the Virgin are only partially shaded, St. Joseph is bareheaded, 
and from a printing effect his beard appears larger than in sub- 
sequent impressions. There is an almost clear space in the 
upper margin above the broad ray of light which falls upon the 
central group. [Coll : BM. C. O. P. A.] 

N.B. St. Joseph's beard 'appears larger.' This difference in 
its size is used as a ^remarque^ by Wilson, and later still by M. 
Blanc It is only an apparent difference, and does not arise 
from any variation in the work ; it is the effect of burr upon the 
upper part of the bust of St Joseph which disappears with printing. 

2nd, Simeon's head is covered with a calotte, his robe and 
that of the Virgin are richly shaded ; the effect in a good im- 
pression is far better than that in the 1st State. [Coll: BM. C. 
O. P. A. H.] 

A very fine impression of this State was shown at the Rem- 
brandt Exhibition in 1877 from the collection of R. Fisher, Esq. 

^rd. The clear space near the upper margin has been worked 
over with horizontal and diagonal fines ; the edge or outline of 
the beam of light, the vault, and the pillar behind St. Joseph are 
strongly defined, and in other places the plate has been re- 
touched rCoU : BM. C. P. A.] 

^h. St. Joseph wears a turban, the plate is much worn and 
the effect is poor. 

Though this State is spoken of as a common one, I have 
never yet met with an impressioa 

The plate on which this print was executed was one of 
those softer plates in which the work rapidly broke down and 
became what is technically termed rotten. The variations 
which mark the ^rd State are chiefly intended to repair or 
conceal the defects thus occasioned, and may possibly have 
been executed by Rembrandt himself. The water-mark of 
some impressions is a fool's head with a cap and bells. 
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208. The Decollation of St. John the Baptist. 

{La Decollation de Saint Jean^ Baptiste.) 

The Baptist, his garment of earners hair about his waist, 
with closed eyes, and hands joined together, is kneeling to 
the right of the print, his features and attitude expressive of 
t]|( resignation with which he awaits the fatal blow ; to the 
left is the executioner bared to the waist wielding a heavy 
sword, as in the act of striking ; behind to the left are guards ; 
to the right Herod and the daughter of Herodias with atten- 
dants are seen, and close by the right plate edge is a negro 
slave holding the dish which is to receive the Baptist's head. 
Low down to the left is Rembrandt /. 1640. 

Dimensions: 5,1 nearly — 4,1 (•129 — *io5). 

States : 1st. The plate was so delicately executed or so insuf- 
ficiently bitten that it printed very faintly, and all impressions, 
except the very earliest, are worn and, to some extent, indis- 
tinct ; in this ist State the pikes or spears carried by the soldiers 
in the left background cannot always be distinguished, and only 
in the best impressions are the clothes of the execudoner and 
St John fully outlined [CoU: BM. C O. P. A. H.] 

2nd The spears or pikes of the soldiers are reworked, the 
garments of the executioner and St John are outlined, and other 
parts of the plate show a retouch. [Coll : BM. A.] 

Copy rev. In the right lower comer is engraved Rembrandty 
but the date is omitted, two spears in the background are very 
clearly defined This copy is by David Deuchar. 

I do not remember having seen more than two, or at the 
most three, really good impressions of this Death of St John ; 
one of these is in the collection of Mons. E. Dutuit, and ap- 
peared at the Rembrandt Exhibition of 1877. A very spirited 
sketch is found amongst Rembrandt's drawings in the British 
Museum of the decapitation of three criminals ; to the left is a 
group not unlike this of St John and the executioner ; but 
more interesting still is the fact that the actual design for the 
Baptist's figure exists, a design which greatly surpasses the 
print, both in drawing and in expression ; contributed by F. 
Seymour Haden, Esq., it was placed with the print in the 
Exhibition of 1877. 

N.B. Another ' Decollation * has been described by 
Bartsch, No. 93. It is a coarsely executed print, to some 
extent injured in the biting, and will appear in its proper 
place among the works of Lievens. 
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210. The Baptism of the Eunuch. {LeBaptinude 

FEunuque) 

The Eunuch has alighted from his chariot, which is seen 
in the background, and is kneeling about the middle of the 
print, turned to the right ; a Moorish page stands behind 
holding his mantle, while St. Philip, a venerable man wi|)i 
large beard, is baptising him ; to the left is a horseman armed 
with a spear, watching the ceremony with an expression of 
contempt ; the little rivulet from which the water of baptism 
is taken is at the right, it forms a low cascade and settles into 
a pool at their feet ; trees and distant buildings on a hill are 
seen above. Low down in the right corner is Rembrandt, and 
below it/ 1641. 

Dimensions : 7,2 — 8,4 ( 'i 83 — '21 3). 

States : ist. The little cascade is only partly shaded, fine im- 
pressions show burr in the centre, and to the left [Coll : BM. 
P. A.1 

2na, The little cascade is closely shaded, chiefly with down- 
ward lines right-to-left. [Coll : BM. C. P. A. H.] 

For the variation which distinguishes these States see jplnte 
VI. fig. 30. A copy is referred to by Zani, Bibl. XLIL ix. 
210. I do not know it 



-- 211. The Virgin and the Holy Child in the 

Clouds. {La Vierge et F Enfant sur des nuages,) 

The Blessed Virgin is represented kneeling on her left 
knee, her hands clasped as she supports the Infant in her 
arms ; her head is raised in an attitude of devotion. Upon 
the drapery which covers her left knee appears the head of a 
child, reversed, which had been left upon the copper when 
Rembrandt began his subject ; half way between this head 
and the bottom of the plate is Rembrandt f, and under it 
1 64 1. This name and date are almost lost in the shading. 

Dimensions : 6,6 — 4,2 ( '168 — 'loS). 

[Coll : BM. C. P. A. H.] 

Two states of this print have been described by M. Charles 
Blanc, but he does not say that he has seen the 2nd and tefers 
for it only lo the catalogue of Van den Zande, Paris, 1855. 
In De Burg/s Catalogue mention is made of two states, the 
variation consisting in some differences in the mouth of the 
Virgin. I have examined many impressions but have not dis- 
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covered the variations which justify the creation of a 2nd State. 
By some oversight the catalogues from Bartsch downwards 
describe the signature as Rt (in error for Rh) instead of Rem^ 
brandt /. 

Copy. Same d. This may be recognised by the accuracy of 
the cross-work in the shadows ; it is without name, but is by W. 
J. Smith. 

212. Jacob and Laban. {yacob et Laban) 

On the left is a house with a deep porch projecting over 
the door, the lower half of which is shut, and a man in a high 
crowned hat is leaning out Jn the foreground are a dog and 
three figures, a woman and two men, in Eastern dress. To 
the right of the house rises a tree which reaches to the top 
of the plate. In the upper right in reverse is Rembrandt /. 
1641. 

Dimensions: 5,7—4,5 ('145 — 'ii5)- 

States: 1st The connection between the upper and lower 
parts of the foliage which rises to the right of die house is ex- 
pressed by two almost meaningless oudines. [Coll : BM. C. P.] 

tnd Delicate lines representing leaves and branches are 
sketched along the right side of the outlines connecting the 
upper and lower foliage. For the variation which marks these 
states see ^late VII. fig. 31. [Coll : BM. C. O. P. A. H.] 

Copy in rev. A bird which flies away from the top of the 
porch is finished with head and beak ; it is a mere sketch in the 
original. The long line of the 6 in the date is curved over 
the 4. 

The plate still exists, and has recently been printed from ; 
it has been used by P. G. Hamerton, Bibl. XXIII. 

Bartsch and Wilson have classed this among their Fancy 
Pieces. I have followed M. Charles Blanc in placing it with 
the Scripture subjects, accepting for it his title of Jacob and 
Laban^ and referring it to Genesis xxxi. 36 etc. 



213. The Angel ascending from Tobit and his 

Family. {UAnge disparatt devant lafamille de Tobie) 

The Angel Raphael is represented ascending from Tobit 
and his family, after having revealed himself upon their offer- 
ing him half their substance as an acknowledgment for the 
services he had rendered to Tobias in his expedition, and the 
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restoration of sight to his father. Rembrandt has chosen the 
moment in which the Angel, of whom only the lower limbs 
are seen, is ascending to heaven, rays of light issuing from 
him ; to the right is a large open trunk, and on the same side 
is a servant who holds the bridle of the ass which had carried 
it in the expedition to the country of the Medes which the 
Angel and Tobias had just performed ; in the middle of the 
piece Tobias is prostrating himself ; by his side is the dog by 
which he is always distinguished ; his wife Sara is behind him 
upon her knees ; his mother Anna is standing in the back- 
ground, her features expressing astonishment, and her hands 
raised and extended ; Tobit, with hands joined, kneels to the 
left ; a servant is looking from the window, two others are at 
the door, one of them carrying a tray and a jug. On the 
ground, rather to the left, is Rembrandt f, 1641. 

Dimensions: 4,1 — 6,1 ('los — 'iss). 

States: 1st. As described. An early impression printed in 
red ink appears in the Cambridge collection. [Coll : BM. C 
O. P. A. H.] 

2nd. Some vertical shading appears in the background behind 
and above the ass. On the shoulder of Tobit is some delicate 
work ri^ht-tO'left in dry point ; a shading of short ri^ht-to-left 
strokes is seen along the lower side of an inregularity m the left 
foreground. This state is comparatively rare. [Coll : BM. P.] 

Wilson, on the authority of De Claussin, describes a ist State 
of this print, in which the head dress of Sara is clear without 
any shading, adding that the only impression known was that 
seen by De Claussin in the collection of Mons. Robert at Paris 
[BibL VI. pp. II, 12]. I know two impressions which answer to 
Wilson's description ; one of them is in the British Museum and 
has been catalogued as a 1st State ; the fine lines upon the cap 
of Sara and on the sleeve of Tobias, and still more the shading 
inside this sleeve below the wrist, are apparently wanting. In 
the same collection is a brilliant impression in which all this 
work appears ; this has been entered as the 2nd State ; while an 
impression with the vertical shading etc, has been called the 
^rd The fine work, however, was on the plate when the so- 
called 1st State was printed, and by careful examination its traces 
can be detected. I have examined thirty-three impressions 
and in no one of them is the delicate work absolutely wanting, 
though often very weakly printed, while in the few impressions 
of the true 2nd State it appears clear and distinct, as if the plate 
had been * packed * in the press. 
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^ 214. St. Jerome: in Rembrandt's dark manner. 

{Saint yMme en meditation) 

He is represented sitting in a darkened room ; to the 
right is a table on which lies a large open book, and near to 
it are a crucifix and a skull ; while below, not easily dis- 
covered, is the figure of a lion. He supports his head with 
his left hand, his elbow resting upon the table ; the only light 
admitted into the piece is from a window high up at the right 
side of the plate ; to the left is a broad winding staircase 
leading to a room above. In a narrow clear space below the 
subject is Rembrandt f. 1642. 

Dimensions: 6,0 — 6,8 (nearly 6,9 at the bottom) ('153 — '174). 

States: 1st The line of the curtain hanging to the right of 
the window forms a gentle curve towards the left. [Coll : BM. 
C. P. A. H.] 

2niL This line of the curtain is burnished out, and the line 
curves inwards towards the right. [Coll : BM. C. P. A. H.] 

For the variation which distinguishes these states see IBIbU 
VII. fig. 32. 

M. Charles Blanc describes a y^d State^ with variations caused 
by rework. I have seen such impressions, but the retouch is 
so coarse, and so certainly effected since the plate left Rem- 
brandt's hand, that it is hardly necessary to do more than refer 
to them ; impressions from the worn plate have vexy little merit, 
with this retouch they have none. 

Impressions of the ist and 2nd States of the utmost beauty 
were shown at the Rembrandt Exhibition of 1877 from the 
collection of J. Webster, Esq. 

A similar subject, although differently arranged, appears 
twice among Rembrandt's paintings ; the Saint with the 
accessories of spiral staircase, and the window with its 
oval pane, are reproduced ; both these were formerly in the 
De Vend Collection ; they have been engraved, the one 
by Ludovicus Surugue in 1754, the other by Longhi. 



216. The Resurrection of Lazarus : a small Print. 

{La petite Resurrection de Lazare) 

The scene is laid at the foot of a rocky height through an 
opening in which a distant tow;f is seen; the attitude of ^>V 
Jesus Christ, who stands on the left, is full of grace and -^ 



2o8 Rembrandt's Etchings. Naaxtf 

dignity ; below Him, to the right, Lazarus is depicted rising 
from the tomb ; the spectators are grouped to the left ; one 
of the sisters of Lazarus is in the lower part of the print on 
this side; below her is Rembrandt, and lower down/. 1642, 
the last figure reversed. 

Ditnmsians: S>9— 4i5 ("150— 'I'S)- 

[Coll: BM. C 0. P. A. H.] 

In the earliest impressions fine work in diy point is seen 
behind the shoulder of Lazarus, to the right, and also on the 
stone above the hand and touching the breast of the woman ; 
this dry point should show traces of burr ; in worn impressions 
it nearly, if not quite, disappears. A second State has been 
described, but I have not been able to verify it It is possible 
that a State exists before the dry point work above described. 



but I have not yet found it 



^' /{. 



216. The Descent from the Cross: a Sketch. 

{Descente de Croix) 

In the middle of the piece is seen the Body of our Lord, 
which, the disciples are letting down from the Cross by a 
sheet which is passed beneath the arms ; one arm is already 
freed and hangs down ; a disciple upon a step ladder on the 
left is withdrawing the nail with which the right hand of the 
Saviour is fastened ; on the lower left is seen the Virgin, she 
has fainted and is supported by one of the Maries, while another 
with dishevelled hair stands weeping near the Cross. St 
John grasps the sheet into which the Body is being lowered ; 
near the right corner is the crown of thorns, and lower down 
on the same side is Rembrandt/, 1642. 

Dimensions: 5,9 — 4,6 ('150 — "ii8)t 

[BM. C P. A. H.] 

The earliest impressions have burr on the group to the 
left, on the crown of thorns, on the drapery at the foot of the 
Cross, and on a skull and bones near the central foreground. 
M. Charles Blanc quotes the opinion of an amateur, that this 
sketch is imitated from a woodcut by a German master of the 
time of Albrecht Diirer. 
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217. Jesus Christ's Body carried to the Tomb. 

{y/suS'Christport/ au tombeau,) 

On the right of the print the Body of the Saviour is carried 
by four of the disciples upon a hand bier towards a rocky 
sepulchre, which is seen upon the left ; among the mourners 
is the weeping Virgin ; the sepulchre is at the foot of a high 
rock or hill, upon a distant slope of which, to the right, are 
some spectators of the scene ; the piece is little more than a 
sketch. Low down, a little to the right, is Rembrant ; the d 
omitted. Date assumed^ 1645. 

Dimensions: 5,2 — 4,3 {'iZZ — 'loS). 

[Coll : BM. C O. P. A. H.] 

A second State of this print has been described, but I have 
not been able to verify it ; early impressions show a little burr 
below the bier, on the face of one of the bearers, and in the left 
foreground. 

Copy rev.; by Novdii His name appears twice in the lower 
part of the plate, and his monogram, FN., intertwined, in a litde 
circle in the lower left. 

Copy on reduced scale ; by Buraet 

Vosmaer remarks that the foreshortened Body bears some 
resemblance to the corpse in The Lesson in Anatomy. This 
is, I think, merely a coincidence. 



^ 218. A Repose: in Outline. {Repos en £gypte, au 

traii\ 

The Holy Family are seated on a bank beneath an over- 
hanging rock ; St. Joseph, in an easy attitude, with his left 
leg crossing his right knee, holds 'an apple in his left hand, and 
in his right a knife, and is looking earnestly upon the Child 
as the Virgin, in whose lap He rests, gently raises the linen 
which covers Him ; a saddle lies to the right ; to the left are 
the stump of a tree and two birds. In the lower left is Rem-- 
brandtf. 1645. 

Dimensions: 5,1 — 4,5 (130— -115). 

[Coll : BM. C. P. A. H/l 
Copy. Same d. BibL IX. 

Though always faintly printed, the plate having been 

P 
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insufficiently bitten, it is a charming composition, and fiill of 
expression. 

219, St. Peter. {Saint Pierre) 

He is seen in front, kneeling, wearing a loose dress, and 
holding a key in each hand ; his right is supported by a staff, 
his left rests on a rock beside him. Low down to the right 
is Rembrandt/, 1645. 

Dimensions: 5,2 — 4,6 ('133 — 'iiS). 
[CoU : BM. C. P. A. H.] 

The biting of this plate having failed, impressions are 
always extremely faint. In the best the plate-edges are 
soiled. 



280. Abraham with his Son Isaac. {Abraham parlant 

d Isaac.) 

Abraham is represented explaining to Isaac the command 
which he had received from Heaven ; his right hand is on 
his breast, with his left he points upwards ; Isaac, standing 
before him to the right, in an attitude of attention, sustains 
with both hands a fagot which he has just taken from his 
shoulder, and placed with one end upon the ground ; behind 
Abraham, to the left, is a vessel containing lighted embers. 
A somewhat carelessly drawn arch forms an upper border to 
the subject ; in later impressions the upper part of this arch 
to the left is worn away. In the lower corner on this side is 
Rembrant (the d omitted), and below it 1645. 

Dimensions: 6,2 — 5,1 ('isy — '130). 

[Coll : BM. C. P. A. H.] 

Copy rev. The faces are weak, and the name and date are 
wanting. Zani [Bibl. XLII. vol iil] attributes this copy to 
Gherard Dou ; early impressions are well printed, and full of 
burr. 

Copy rev. Coarse and inefTective ; Novelli. 

Copy rev. Beneath Abraham's foot is Rembrandt^ and in 
a clear space below C. Campion^ 1764- Zani has referred to both 
of these copies ; they have no merit 
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82L A Repose in a Wood ; a Night Effect. {Repos 

en £gypte; effet de nuit,) 

The Virgin is seated on the ground in front, partly turned 
towards the left ; the Holy Infant is in her lap ; St. Joseph, 
on higher ground, is immediately behind her, resting his right 
elbow upon a bank, and his left hand upon his knee. By his 
head to the left hangs a lantern. Date assumed, 1647. 

Dimmsions : 3,6 — 2,3 ( '09 1 — '058). 

States : 1st. St Joseph's cap and breast are shaded with fine 
diagonal lines from right to left. [Coll : BM. P.] 

2nd A cross stroke from left to right crosses Sl Joseph's cap, 
and a second curved dia^^onal from right to left is seen upon his 
breast. FColl: C. P. A.] 

$rA The head and neck of an ass appear in the shading upon 
the right [Coll : BM. C. P. A. H.] 

Cofiy in rev. ; Novdliy No. 16 of the 3n/ State. St Joseph's 
breast is not shaded. 



/ 



222. The Crucifixion ; an Oval Plate. {Jisus en 

croix entre deux larrons.) 

Our Lord on the central Cross is placed nearly in profile ; 
the thief to the right is seen in front, and the one to the left 
from behind ; against the left-hand cross, which is darkly 
shaded, rests the reed, at the end of which is a sponge. There 
are many soldiers and spectators ; two women are seated on 
the ground to the right, and behind them appears the fore- 
part of a horse. Date assumed, 1648. 

Dimensums: S»3— 3>9 ('135— '099)- 

States : 1st. The end of the dark cross to the left, which nearly 
touches the plate-edge, is square, and towards this end is shaded 
only by a few vertical and horizontal lines. [Coll : BM. C O. 
P. A. H.] 

2nd. The end of this arm of the cross is rounded, and fine 
interlines are seen between the four or five horizontals which 
had shaded it ; retouching in dry point marks the line of the 
horse's shoulder, the oudine of his near foreleg and the pommel 
of the saddle ; other work in dry point is seea [CoU : BM. 
C. H.] 

This plate, said to be made of brass, is still in existence. 
I have found retouched impressions on paper which has a 

p t 
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suspiciously modem appearance ; and as in these the dry point 
and fine interlines which distinguish the 2nd State are not 
clearly seen^ the amateur should be on his guard. 



823. St. Jerome writing, seated near a Large 

Tree. {Saint JMme ^crivant) 

A large old tree appears filling the middle of the print ; it 
divides into two as it rises near the top of the plate, and 
throws out a branch towards the right. St. Jerome is seated 
to the right beyond the tree, his hat lying on a bank at his 
right side ; he wears spectacles, and is writing in a book 
placed on a board, on which, to the right, is seen a skull ; on 
the left side of the tree appears the head of a lion. Upon 
what looks like the top of a plank fence, below the trunk of 
the tree, is Rembrandt f, 1648. 

Dimensions : 7,1 — 5,2 ("iSi — '133). 

States : ist The name and date, and the plank on which they 
are inscribed, are not yet introduced. [Coll : BM. P. A.] 

2nd, The plank with name and date are added, the lion's face 
and the plants at the foot of the tree are lightly worked over. 
[Coll : BM. C. O. P. A. H.1 

Copy, Same d. BibL IX. 

The dry point work showing burr in this piece is probably 
of later date than the rest, which bears a resemblance to 
Rembrandt's work in 1642 ; see for instance the piece called 
Jacob and Laban, No. 2 1 2 ; I am not aware of any impression 
in pure etching, but a proof in this State may possibly exist 
in which only the tree trunk would appear, and before the 
introduction of the figure of St Jerome etc 



/ 224. Jesus Christ healing the Sick, commonly 

KNOWN AS 'The Hundred Guilder Plate.' 

(y/suS'CArist gu/rissant les Malades, autrement * La 
pace de Cent florins') 

Jesus Christ is seen in front, nearly in the centre of the 
piece. His head surrounded by a nimbus which extends for 
some distance above and on either side ; His left elbow rests 
on some stonework^ and the hand is held up, while He 



i 
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stretches His right hand towards the people who surround 
Him. In front is a sick woman lying upon a mattress on the 
ground ; above her an old woman raises her wasted arms in 
an attitude of supplication ; another woman, on the left, ap- 
proaches, carrying a child ; a woman on the right leads for- 
ward an afflicted old man, and implores assistance. Many 
spectators are grouped to the left, some of them apparently 
disputing as to the source of the miracles they witness ; con- 
spicuous in the foreground is a figure in a turban and long 
robe, with his hands, in which he holds a staff, crossed behind 
him ; near the right border of the plate is an Ethiopian with 
a camel, and in the corner is an ass with its head hanging 
down ; in the left foreground is a dog. The light comes 
from the left, the right of the print is deeply shaded. The 
plate is irregular, being a little larger at the left and along the 
top. Date assumed, 1649. ^/7 ^^>tr 

Dimensions: ii,^— 15,1 (-^^^ 3^5). 9/ 

Three States have been described. M. Charles Blanc has ' 

added a 4/^ before the plate was reworked by Captain Baillie ; 
his ^rd State exhibits some spots of oxide upon the hand of the 
man to the left, who is leaning against the wall, and upon that of 
the Pharisee who is listening to him. I have most carefully 
studied the man^ impressions which have come before me, and 
can only recognise two true States before the plate came into 
the hands of Baillie. 

States : ist. As described above. [Coll : BM. P. A.] 

2nd. Part of the burr on the left has been removed by the 
scraper. The shading of the neck and ears of the ass is crossed 
by left-to-right diagonals. [Coll : BM. C. P. A H.] 

Four superb impressions of * The Hundred Guilder * were con- 
tributed to the Rembrandt Exhibition of 1877. Two of these, 
in the jst State, were from the collections of Mr. Holford and M. 
Eugene Dutuit ; two, in the 2nd State, of singular excellence and 
beauty, printed on white paper, and retaining an unusual 
amount of burr, were from the portfolios of the Rev. Dr. 
Griffiths and Mr. Richard Fisher. 

So much interest attaches to the ist State of this print that a 
few notes on the several impressions will be acceptable. 

Only nine impressions are known ; one of these is what is 
termed ' a maculature,' Le. an impression taken upon a sheet of . 
ordinary paper passed over the plate during the process of 
printing to remove the ink : it is in the Collection at Amsterdam. 
The eight, all upon India paper, are of the greatest possible 
beauty and in the finest condition. 

Two are in die British Museum, acquired by bequest from the 
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Hans Sloane and the Cracherode Collections : with them ap- 
pears a counterproof on India paper, also from the Cracherode 
CoUectioa 

A third is at Paris ; it is framed and so cannot be properly 
examined. It is a very beautiful impression with laige margin; it 
came from the Collection of M. le Chevalier de Behnghen. 

K fourth is at Amsterdam; on the back is an inscription 
in old ink, now concealed by the mounting, which reads, Vereering 
van myn speciaele vriend Rembrand legem de Pest van M. Antony^ 
Le. ^ft of my respected friend Rembrandt for * The Pesf of Marc 
Antonio ; while a further inscription in a somewhat more recent 
hand tells us that this was written by Rembrandt's friend, the 
well-known Petersen Somer.* 

The fifth of these impressions is at Vienna, preserved in 
the Royal Library (K. K. Hofbibliothek). Upon the back of 
this is written in red crayon, in a hand of Rembrandt's own 
time, de 6 print op deplaat^ and below /. 48 gulden^ that is to say, 
the sixth impression from the plate^ 48 guilders. 

The remaining impressions are a sixths in the Collection of his 
Grace the Duke of Buccleugh. It was formerly in the posses- 
sion of Messrs. Helle and Glomy ; it passed from them to Mr. 
Major in 1750, and afterwards through the hands of Sir Samson 
Gi<ieon to Mr. Pond It bears on the back the following in- 
scription in the handwriting of John Barnard : ' This ftint, 
which belonged to Mr. Pond Painter was sold in the collection 
of his Prints for 26/. 15J. 6^. to Mr. Hudson Painter the 25th 
April 1766, and was then esteemed to be the finest in England 
J. B,' It also has the monograms of Lord Aylesford and of 
Edward Astley. This is the impression which Wilson described 
as in the possession of Lord Aylesford. 

The seventh is in the Collection of R. S. Holford, Esq. It 
came from the Hibbert and Esdaile Collections, in which latter 
it was seen by Wilson. It is a superb impression, but I have 
not been able to trace its earlier history. 

The «i^^M is that in the possession of M. Eugene Dutuit; it be- 
longed to Jan Petersen Somer (Zomer, or Zoomer), whose collec- 
tion of Rembrandt's etchings, numbering 428 pieces, passed at his 
death into the hands of Signor Zanetti of Venice ; his descendants 
transferred the whole, this print included, to the Baron Denon.* 

* If the inscription is that of Zoomer, this exchange must have taken place 
some years afterwards, or the biographers are in error in fixing 1 641 as the date of 
ZoomeHs birth. 

* The sale of the Denon Cabinet was advertised for February 12, 1827, and 
following days. Dibdin in his Biographical Tour relates that he had seen in this 
collection two impressions of The Coach Landscape and two of the Larger Cop- 
penol with the whUe background ; but only one of the latter appears in the sale 
catalogue. The Baron Denon died April 27, 1825. He executed about thirty 



flg^^ 1: t;?>^M^wv*t.^?^^engravings and etchings^among them a copy of The Good Samaritan^ No. 185, 
^ ^^ / which I have not been able to find. (See Notice sur Denon^ Eneyclop, 1825 xxviL 

In the GoMctte de Bemix Arts^ 1859, p. 239, the sale is incorrectly stated to have 
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The next owner of this print was Samuel Woodbum, who resold 
it to the Baron Verstolk de Soelen ; at his ^ale in 1847 it was 
secured by Sir Charles Price, and was exhibited at Manchester 
in 1857. Mr. Palmer next held it, his purchase costing him 
1,180/.; and a year later it entered the extensive and choice 
collection of M. Eugene Dutuit 

As regards the relative excellence of the finest examples of 
the 1st and and States critics are not agreed The occurrence 
of the burr in the wedge-shaped light which falls upon the left 
side of the print is thought by some to interfere with and unduly 
break up this light, and its partial removal, it is ar^ed, is an 
improvement ; others, again, contend that Uie exquisite trans- 
parency of the shadows in the earliest impressions, and the 
wonderful beauty of the nimbus around the Saviour's head, are 
seen to less advantage in the later ones, and the removal, even 
to a partial extent, of the burr lessens the rehef in whidi the 
figures to the left were first placed. It is certain that the finest 
impressions of the 2nd State^ such as those belonging to Dr. 
Griffiths, Warden of Wadham, and Mr. Fisher, to which I have 
referred, are in no way inferior to the earlier State, either in the 
darker shadows or in the coruscating light of the nimbus, while 
they retain sufficient burr to give clear definition to the figures 
on the left Later impressions rapidly deteriorate until we arrive 
at what has been called the y^d State, I have made notes upon 
twenty-five with the diagonal lines on the neck of the ass, and 
I believe, if they could all be brought together, a regular grada- 
tion mi^ht be observed firom the superi) prints above named to 
one which is now in the British Museum, and formerly belonged 
to Sir Thomas Lawrence, in which the background is entirely 
wanting in transparency and its form obscured, and to one in 
private hands, still more worn down, and which shows marks of 
mjury to the plate (possibly the 4M State of M. Charles Blanc), 
and which presents but the shadow of the beauty which dis- 
tii^ishes the earliest 

The plate afterwards came into the hands of Captain Baillie,^ 
by whom it was entirely reworked. Although not to be com- 
pared with the original, for which no connoisseur would ever 
mistake it, it has some merit, and has not unfrequently been 
passed ofif as Rembrandt's 2Hd State upon those who are not 



taken place in 1826.) There were two persons of this name, the Abb^ Jean 
Claude Bichard de St Non, bom in Paris 1730 ; died in 1792, he was an amateur 
engraver and author. See Nagler. BibL XXXII. The other, above referred to, 
was the Baron Dominic Vincenr^Denon, bom 1747; he attended Napoleon I. 
into Egypt ; on his return he was appointed chief of the Imperial Museum ; he 
died in 1825. 

* William Baillie, bom at Carlow, 1783, at one time a captain in the 17th 
Light Dragoons, an amateur engraver and etcher, died Dec. 1810. A collection 
of 113 engravings by him after pictures etc., in the Earl of Bute's and other 
gaUeries, was issued by J. and J. Boydell. See their Catalogue, 1803. 
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acquainted with the master's own work. Among other varia- 
tions, a very apparent one may be noticed In the original, 
about an inch above the Jew with a high cap, who stands on 
our Saviour's right hand, are three dark shadings, the upper 
one not clearly defined, which mark the fading away of the 
rays which proceed from His head. In the retouched plate 
there are ,/^r well-defined and pointed shadows tapering towards 
the left; another variation is that in the original these rays, 
covering a space from His right arm upwards to about the level 
of the head of the man in a high cap, are in a hardly separable 
mass, while in Baillie's retoudied plate they are divided into 
four distinct bands or groups. 

This reworked plate was afterwards divided into four pieces, 
from which impressions were taken ; a complete set is somewhat 
rare. They are — 

I. The part in which are the figures of the Saviour and of 
some of the sick who surround Him; it measures 10,9 — 7,6 
('376 — '1 9 3), and is found in two States: ist^ a square; 2ndj 
the top is ardied, the dog is effaced, as is also the foot of the 
sick person lying across a handbarrow. 

J I. The part containing the sick man upon a wheelbarrow on 
the right side of the print, his foot cut away by the plate lines, 
7»S— 4,8 (-192— -122). 

III. The Jew from the left comer in turban and doak, 

Si6--3,o(*i42 — -077). 

IV. The seven figures above this Jew, spectators of Christ's 

miracles, 2,1 — 2,9 ('054 — '075). 

Copy, Same d By Worlidge 10,8 — 15,4 (-274 — '391). 
The lines that divide the stonework in the vaulted arch to the 
right are perfectly horizontal, in the original they slope gently 
to the right ; the nimbus around our Saviour's head is wanting in 
transparency and resembles the spokes of a wheel This copy is 
found in two States : i x/, the whole of the left, and much of 
the foreground, is incomplete ; in the ^nd^ the plate is finished, 
and has the initials T fV in the lower right comer, and below 
them the date 1758. 

Though I have for sufficient reasons purposely avoided all 
description of modem copies, I cannot avoid referring to that 
which has been executed by Leopold Flameng. It is certainly 
the finest reproduction of Rembrandt's later work that has ever 
yet been executed ; and if it fails to equal the original, it is 
because that original is unapproachable. Flameng's work ap- 
pears in two States: the isf is a trial proof; the impression 
before me is taken on India paper, and contains only the work 
on the right, the figure of the Savioiu: being incomplete. The 
2nd Staie is the finished print 

M. Charles Blanc [Bibl. IX. 49] has given us a facsimile of 
a sketch by Rembrandt for the sick woman placed on a 
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mattress at Christ's feet : this sketch is in the Collection of 
M. P. Descamps. 

Before leaving this print somethuig should be said as to the 
title by which it is commonly known, 'The Hundred Guilder ^^.^j^ 
Print ' (La Piice de Centfiorins), Bartsch [BibL V. 74] has a long ^ 

note upon it ; he tells us that a dealer in Italian prints offered 
some engravings by Marc Antonio to Rembrandt, fixing the 
price of the whole at 100 florins, but that Rembrandt, instead 
of purchasing them, proposed an exchange, which was 
accepted, and the dealer departed, contented with his bargain. 
If the inscription, above quoted, upon the Amsterdam print 
is authentic, it would seem that the transaction took place 
late in Rembrandt's life, and the ' Italian ' dealer was in reality 
the collector Zoomer, who only gave one of these Marc 
Antonio prints. The Pest, in exchange, showing that Rem- 
brandt's Healing the Sick did not represent the value Zoomer 
placed upon the whole of those he had offered for 100 guilders. 
We find, too, that the impression at Vienna was bought for 
48 guilders^ something under 4/. of our money; even that 
would be a high price in those days for a recent work. 
About the middle of the last century Van der Gutch, whom 
Dibdin describes as ' a sort of fashionable print dealer in his 
day,' sold to a son of the well-known Dr. Richardson a 
' Hundred Guilders' for 5/. 15^. 6^.; it is on record that the 
Buccleugh \st State sold in 1769 for a little under 27/. It 
is reasonable, therefore, to suppose that the legend of Rem- 
brandt obtaining a hundred guilders for his print is non 
proven} The question is an important one, since it enables 
us to form an idea of the very low prices which Rembrandt 
must have realised by the sale of his minor works in this class, 
and negatives the assertion of his having, in his earlier days, 
largely increased his income by the sale of his engravings. 
Bartsch adds a curious extract from the priced catalogue of 

> In A]brecht Diirer's Diary of his joamey to the Netherlands in 1520-1, he 
says, ' I have sold a wood Passion (ein Holz-Passion) for 12 stivers, and an Adanr 
and Eve for 4 stivers.' A stiver was the 20th part of a Dutch gulden, which 
would represent in modem money about eight and fourpence. The price for the 
Adam and Eve was therefore about one aikl eightpence. At the sale of the col- 
lection of Julian Marshall, Esq., A.D. 1864, a fine Adam and Eve realised 41/. lor. 
It would now command a considerably higher price. In the same Diary Diirer 
relates that he gives I stiver for his washing, and 3, 3, and on one occasion, 6 
stivers for TriS^ltU 
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M. Tonneman, whose sale took place in 1754 at Amsterdam : 
from this we learn that the Hundred Guilder was not then 
esteemed the most valuable of Rembrandt's etchings. The 
Portrait of the Burgomaster Six realised 316 florins, that of 
Tholinx 251, of The Goldweiglier 137, while the Jesus Christ 
healing the Sick brought only 151. I have verified this 
extract by a reference to Tonneman's Catalogue. 



226. Jesus Christ in the midst of His Disciples. 

{Jisus apparaissant d ses disciples.) 

Our Lord, standing a little to the right in profile, His head 
surrounded with a nimbus, is addressing St. Thomas, who, to 
the left, is kneeling before Him. Two other disciples, to the 
right, are also on their knees ; one at the lefl is seated in an 
arm-chair; the others are grouped around. At the lower 
middle is Rembrandt, 1650. The piece is only sketched. 

Dimensions: 6,4 — 8,3 ('163 — '211). 
[Coll: BM. C O. P. A. H.] 

Early impressions have burr chiefly upon the right. 

This print, says Wilson, was called by Gersaint Christ 
healing the Sick, and is so classed (No. 76) in his Catalogue. 
Yver, in his Supplement, considers this and No. 68 of Gersaint 
to be the same. Daulby has continued the error in his Cata- 
logue by not having considered the subject of it, though he 
remarks upon Gersaint's imperfect description. Curiously 
enough the greater number of the impressions I know have 
slipped, at the left side, in the printing. 

It has been suggested that the largely extended nimbus 
from the head of Christ filling so large a portion of the plate 
has reference to the beatified state of our Lord after His 
Resurrection. The nimbus in The Hundred Guilder is of 
unusual size ; it too may have a meaning, and imply that 
the Saviour, as a worker of miracles, was then appearing in 
His Divine character. 



226. TOBIT BLIND, WITH THE DoG. {Tobie aveugle) 

An old man supporting himself with a stick is walking 
towards the left, and feeling with his right hand to find the 
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door ; at his foot is a little dog. In the background to the 
right is a large open fireplace with fish hung to dry ; there is 
a chair and a spinning wheel which he has thrown down in 
his haste to meet his son ; on the floor in front is Rembrandt 
/. 1651. 

Dimensums: 6,4 — 5,1 (-163 — 'iSo). 

States : ist. The left eye of the old man is unfinished and 
appears nearly white. The cap, the face, and beard are crossed 
with very faint diagonal lines, so lightly executed that they 
are not seen in later impressions; the background is soiled. 
[Coll: BM.] 

2nd. The eye is reworked and darkened ; the faint lines 
shading the cap etc, have disappeared. [Coll : BM. C O. P. 
A. H.J 

I do not insist upon these States. It is somewhat doubtful 
whether the faint lines described in the 1st State were incised 
into the copper or are a printing effect ; practical etchers whom 
I have consulted are not a^eed. In the best impressions burr 
b seen in the folds of Tobit's dress and upon the sides and top 
of the fire-place. 

C^^rev. Deep right-to-left diagonals shade the inside of 
Tobifs hand ; below is Rembrandt fec.y and to the right Sardi 
inc. 197 1 (sic). 



227. The Flight into Egypt ; a Night Effect. 

{Fuite en ^gypte; effet de nuit.) 

The Virgin, having the Infant closely covered up in her 
lap, is seated on the ass which St. Joseph, who walks on the 
far side, is leading by the bridle ; he carries a lantern in his 
right hand, which casts the only light introduced into the 
piece ; they are crossing to the left. At the lower right is 
Rembrandt f. 1651 ; the 6 is reversed. 

Dimensums: 5,0 — 4,3 ('128 — •no). 

States: 1st. Left-to-right diagonals shade the back and skirt 
(to the right) of St Joseph, the shoulder (to left) of the Virgin, 
and the head, neck and near foreleg of the ass ; the lights on 
the for^ound are partly shaded with lines radiating from the 
lantern ; the hind legs of the ass are parallel ; the upper part of 
the sky, in the right, is shaded partly with horizontals, above 
which are diagonds left-to-right, only a few scattered right-to- 
left strokes appearing. [Coll : BM. P. A.] 

One of the three impressions of this State in the British 
Museum is darkly printed and has been taken for an inter- 
mediate State ; the plate was purposely left undeaned before 



226 Rembrandt* s Etchings, No. 217 

printing ; the impression itself has also been worked upon, traces 
of white will be seen intended to heighten the lights in the fore- 
ground and on the saddle bow of the ass. 

The Paris impression of this State varies from that in the 
British Museum, but the difference is so trifling I have not made 
it into a 2nd State, In the Museum impression the under lip of 
Joseph is curiously projecting ; in that at Paris, which is singu> 
larly well printed, a short strong line is seen cutting away the 
projecting lip : this appears as clearly in the counterproof. 

2nd, The parts which were unshaded are now covered with 
very delicate close work, cross diagonals are seen on St Joseph's 
back and skirt, on the Virgin's shoulder, and on the head, neck 
and near foreleg of the ass ; a deep shadow, of delicate cross- 
work, cast by one of the bars of the lantern, is seen on the front 
of St. Joseph's skirt ] fine right-to-left lines shade the nose of 
the ass ; the lights in the foreground are subdued, being entirely 
worked over with fine lines; the off hind leg of the ass is 
brought forward ; there are impressions, as at Paris and Amster- 
dam, where from printing effect the off hind leg is not seen at 
alL rCoU: BM. C O. P. A. H.] 

3^7. Close right-to-left diagonals cover the upper part of the 
sky. j[Coll : BM.] In ||late VII. fig. 33 is the earlier shading, 
by which it may be comi>ared. 

There is an impression of this State in which a crescent moon 
has been introduced in the upper right The surface of the 
paper has been removed, leaving a white space in a crescent 
form. 

4th, The nose of the ass is crossed by fine, left-to-right 
diagonals ; irregular but nearly horizontal work is carried across 
the upper part of the sky; further work lowers the light on the 
figures and on the foreground. [Coll: BM. C. O. P. A. H.] 

In an interleaved Bartsch I have found a note upon the intro- 
duction of the crescent moon into impressions of this print 
The writer describes how a piece of paper of this form was 
placed upon the plate before printing, and that two such im- 
pressions are in the Imperial Library at Vienna ; and then refers 
to the substitution of a part of the landscape from the Litt/e 
Resurrection of Lazarus^ No, 215. This is followed by a note in 
ink in the handwriting of Wilson. ' There was a similar super- 
cherie in the Collection of Ploos Van Amstel. He had marked 
it (incorrectly) as unique. The right corner was supplied by a 
coimterproof of the right corner of 72 (BartschJ, The effect 
was very bad. It was bought by Mr. Tiffen at Amsterdam in 
1824 and brought to England.' This impression with the sub- 
stituted landscape is now in the British Museum. 

Copy rev. of ist State. It is by -^ Noveili, No. 14 of his 
series. 
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288. The Triumph of Mordecal (Le Triamphe de 

Mardochie^ 

Mordecai is conducted in triumph by Haman ; he is 
riding on the king's horse, clothed in the Royal apparel and 
holds a sceptre in his right hand ; the procession is repre- 
sented leaving the king's gate ; to the right King Ahashuerus 
and his Queen Esther are seen looking on from the Palace, 
while Haman, placed in front, with a countenance full of per- 
plexity and dissatisfaction, extends his arms and seems to 
proclaim, ' Thus shall it be done to the man whom the king 
delighteth to honour/ This print is in parts highly finished, 
in others is little more than a sketch. Date assumed^ 165 1. 

Dimensions : 6,8 — 8,4 ( 'i 74 — '213). 

The plate is a little higher on the right [Coll : BM. C O. 
P. A. H.] 

M. Charles Blanc describes a zmi StatCy ^ le contour de la barbe 
de Mardochke est cemk par de petit s traits fins et courts^ regulihre- 
ment pinckes de gauche a droiteJ I have not seen this State, but 
the latest impressions of the plate show such signs of wear that 
the retouch is probably a recent one : it is said that the plate 
still exists. 

Copy. Same d reduced 4,7 — 5,8 (-120 — •148). Below in 
the centre is fo^ 34, but no name of the copyist It appears as 
a book plate on page 32 oi^ the Fourth Impression* of a folio 
entitled ' Some yeares travels into Africa and Asia the Great, 
etc.,' by Sir Thos. Herbert, Bart (folio, London, 1677). The 
context relates to the history of Prester John. I am indebted 
to David Laing, Esq., of Edinburgh, for calling my attention to 
this copy. 

Copy rev. Printed in brown aquatint and reduced, signed 
^ / y. Elias Ha^d. 

/ Coi>v. Same i 



Copy. Same d. Bibl. IX. 



/ 



229. Jesus Christ preaching; Called the 'La 

TOMBE.' {y/suS'-Ckrist prichant.) 

Jesus Christ, with both His hands lifted, is standing in the 
middle of the print upon a square piece of stonework, preach- 
ing to the people who are grouped around Him in various 
attitudes ; they are apparently assembled in the courtyard of 
some house or public building, entered by an archway, seen 
to the right, through which other houses in the street outside 
are discovered. In the middle foreground a boy is repre- 
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sented lying down and tracing something on the ground with 
his left forefinger, a top and a string are by his side ; to the 
right of this boy a woman, seated on the ground, holds a child 
on her knees ; at her right a man is also seated on the ground 
leaning on his elbow ; above him is an old man with a large 
beard in a stooping posture ; between this old man and the 
Saviour is a woman resting her head upon her left hand ; in 
the foreground to the left is a man in a large cloak wearing a 
turban ; altogether there are 26 figures in the print Date 
assumed^ 1652. 

Dimensions: 6,2 — 8,2 ('i 58 — '208). 

The State described by Bartsch, without the top, has long been 
recognised as a supercheric The impression is at Pans, the top 
and string by the side of the child who is lying on the ground 
have been skilfully erased; the print is now fiamed and seen 
under glass, and so the marks of the erasure cannot clearlv 
be detected, but the print ought not to deceive, for although 
a good impression it is not one of the best or earliest, and should 
at once have excited suspicion. The early impressions are full 
of burr. The presence of this burr upon the right sleeve of the 
figure in cloak and turban standing to the left has been used to 
distinguish the impressions, and was in Holland considered a 
true variation : when the burr is there the sleeve is black, when 
the burr is worn away the shading of this sleeve is not darker 
than the surrounding parts. I do not think the burr on this 
sleeve was removed by the scraper so much as by the ordinary 
process of printing, for I have found impressions from which it 
has been only pardally removed ; it is, however, a distinction 
which should be remarked by the amateur. The extent to which 
a lighter shading above the right hand of Christ is observable 
should also be taken into account in estimating the quality of 
the print, in later impressions it forms a disfiguring patch. The 
impressions with the black sleeve are in all the best collections. 
[Coll : BM. C O. P. A. H.] 

The 'white sleeve' impressions are much inferior in brilliancy. 
[Coll : BM. C. P. A. H.t 

The plate afterwards fell into the hands of Pierre Norblin, 
who has coarsely retouched it I do not, however, consider 
this a State. 

Copy, Same d There are numerous slight variations ; the 
two represented in ^latt VII. fig. 35 will be sufficient to dis- 
tinguish it This copy has been erroneously attributed to 
Dietrich, but is by James Bretherton. 

Copy rev. Very poor. Cross-work is used to produce the 
dark effect upon the sleeve ; in the original this shading is pro- 
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duced by single lines of dry point in the direction of its width ; 
this copy is by NovellL 

Copy* Same d. ; Bibl. IX. with the black sleeve. 

In the British Museum Collection is an impression in 
which the head of the old man in The Travelling Musicians^ 
No, 264, is substituted for the head of the man in the left fore- 
ground, and in the right hand comer is seen the little dog 
from the same print, only in reverse. The operator has first 
covered those parts of the plate where he would make the 
substitution with thin paper, and taken his impression, and 
then has similarly covered the whole of the second plate, 
except the part to be printed from, and again used the press ; 
the dog in reverse must have been taken as a counterproof. 
There is an impression at Cambridge in which the head of 
TAe Man lifting his Hand to his Cap^ No. 139, is printed 
upon the stonework upon which our Lord is standing. Pos- 
sibly we owe these supercheries to the inventive genius of 
Mons. Peters, who so successfully deceived Bartsch, and who 
is spoken of by M. Charles Blanc [Bibl. VIII. ii. p. 203]. 



280. The Adoration of the Shepherds; a Night 

Piece. {V Adoration des Bergers) 

This print is executed in what has been styled 'Rem- 
brandt's dark manner.' The Holy Family form a group at 
the lower part of the print to the right The scene is a 
stable. The Virgin, with her head resting upon a pillow and 
half asleep, is drawing back her veil with her right hand, 
aroused by the entrance of the shepherds, who form a group 
to the left, the foremost of them carrying a lantern ; by her 
side the Holy Child is lying asleep ; St. Joseph, seated to the 
right, looks up from the book he is reading. The main light 
comes from the right, its source is unseen, it illumines the book 
in St Joseph's hand, the pillows and the faces of the Virgin 
and Child ; the secondary light is from the lantern carried by 
the shepherd, it falls on the face of the woman nursing an 
infant, who leans forward from the left and allows us indis- 
tinctly to discover the heads of two oxen, and beyond them 
the other shepherds. Date assumed^ 1652. 

Dimensions : 5,9 — 7,8 ( 'i 50 — 'i 98). 



224 Rembrandt's Etchings. NaaaB 

States : ist. The upper part of the book from which St Joseph 
is reading, the lower part of the Child's face, tlie pillows of the 
Virgin and the narrow sleeve border which touches her hand are 
white ; a single fine line from right to left shades her face and 
hand, and a fine line from left to right is seen across her cap ; a 
mass of light fills the space behind this group to the right 
[Coll : BM.] 

N.B. There are two impressions in the British Museum which 
vary so much that they might at first sight be taken for different 
States ; in one the slippers which hang above St Joseph's head, 
and a brush of reeds still higher in the print, are clearly seen ; 
in the other the upper part of the impression has been printed 
so darkly that die slippers and brush are in shade and hardly to 
be distinguished 

2nd The bright lights upon the pillow and the Infant's frice 
are lowered ; very delicate cross strokes cover the Virgin's face 
and hand and the narrow border of her sleeve ; her cap b still 
further shaded with a cross stroke, and the mass of light behind 
is much subdued. [Coll : BM. P.] 

$rii The Virgin's cap, again worked upon, leaves a white 
band across her forehead ; Joseph's cap, which was upright, is 
now made to slope backwards, it is bordered with fur and has a 
flap over the ear. [Coll : BM. C. P. A.] 

4M. A. double outline is now seen to the Virgin's sleeve just 
where it touches her hand ; the reeds or coarse straw behind 
her have been harshly reworked and are not distinguishable 
from the darker shadows behind. [Coll : BM. C P. ^ H.] 

5M. St Joseph's cap is coarsely reworked, his eye shows re- 
touch and is of large size in proportion to his face ; the eyes of 
the Virgin are represented as wide open, the reeds rising above 
her head have been harshly reworked and the form of die stall 
behind becomes apparent [Coll : BM. C. A.] 

6M. The planks which form the stall are denned by horizontal 
lines, one of the posts to which they are fastened is seen, the 
lights upon the piilow are heightened ; still later, for so much is 
due to printing effects that clear definition becomes impossible, 
the nail-heads in the planks appear and a coarse retouch 
iestroys all that remained of the master's work. Impressions 
are not uncommon, and are often found worked up with a brush 
so as to resemble a mezzotint 

I have no hesitation in assigning the variations which 
mark the 4/A and later States to some other hand than that 
of Rembrandt. Whether he was the author of the $rd is, I 
think, open to doubt. The 2nd is the finest condition of the 
plate. 
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231. Jesus disputing with the Doctors; a larger 

Plate. i^Jisus-Christ au milieu des docteurs) 

Jesus Christ stands nearly in the centre, turned to the 
right ; He has both hands a little raised, and is addressing 
Himself to three doctors of the law, placed to the right, one 
of whom is seated in the foreground upon a cushioned chair, 
the other two are sitting at . a table ; beyond them are six 
figures who appear to be spectators, and who are within a 
kind of gallery ; in the left foreground a man is seated on 
the floor, he is seen from behind and is leaning upon his right 
elbow; above and beyond him others are grouped. Low 
down to the left is Rembrandt f. 1652. 

Dimensions: 5,0 — 8,4 ('128 — '213). 

States : 1st As described ; in early impressions there is burr 
on the hair of Christ where it touches His right shoulder, on the 
high cap of the figure immediately behind Him, on the comer 
of the stool, and on the heads in the upper right, etc This burr 
is soon worn away. [Coll : BM. C O. P. A.] 

2nd. Some acadent has caused defects in the copper, chiefly 
along the top and right side of the plate. [Coll : £M. C. P. 
H.] 

^rd The plate has been reworked and presents the appear- 
ance of a mezzotint 

Copy of ist State. BibL IX. 

I regard the impressions of the ist State as the only ones 
which were printed by Rembrandt ; the copper was then laid 
aside, and when again used, probably at a much later time, 
was found to have been injured. It afterwards passed into 
the hands of Captain Baillie, who completed it as a mezzotint. 



232. David on his Knees, {David en prih^e.) 

He is represented upon his knees in a long night dress, 
turned towards the left, with his elbows resting upon his bed 
and his hands raised and joined together in prayer, his harp 
lies near him upon the floor ; on the ground in front, nearly 
hidden by the shading, we read Rembrandt f. 1652. 

Dimensions: 5,6—3,7 (•143— '094)- 

States: ist. A white space is seen upon the curtain just 
where it touches the canopy close to the left marginal line ; the 
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edges of the plate, especially to the right, are rough, and the 
shading on this side does not uniformly reach the edge ; there 
is some burr in early impressions. fCoIl : BM. C. P. A.] 

2nd, The white space to the left is worked over, the right 
edge of the plate is still somewhat rough, the shading on this side 
has been added to ; a scratch or slipped stroke of the needle 
crosses the back of David's night dress. [Coll : BM. C P. H.] 

Among the Rembrandt drawings in the Louvre is the 
sketch (No. 8635) for this print, executed in red chalk with 
bold strokes of black in the shadows ; the paper bears the 
signatures of P. J. Mariette and Peter Crozat 



233. Jesus Christ entombed, {y^sus mis au tombeau) 

In the foreground of the print the disciples are seen 
lowering the Body of their Master into the tomb ; to the left 
are the three Maries weeping, above them is Joseph of 
Arimathea leaning upon his stick ; two persons behind him 
complete the group. In the background is an arched vault, 
with a wall of stonework in front, upon which are two skulls, 
and higher up is a larger arch reaching to the top of the print 
Date assumed^ 1652. 

Dimensions: 8,3— 6,4(*aii — •163). 

States: 1st. In pure etching, the background only partially 
shaded; the low arch over the skulls has a well-marked oudine 
rising ^ in, ('012) above the stonework. [Coll : BM. C P. A.] 

2nd, The print is now reworked and darkened A semicir- 
cular arch is seen behind the skulls ; it rises from the stonework 
on the left and descends a little to the right of the skull placed 
towards that side; the sleeve, face and hand of Joseph are 
worked over, as is also the white space between the Virgin and 
the disciple nearest to her. [Coll : A-] 

There are three impressions of this State at Amsterdam, two 
of which are on parchment After very careftil examination I 
am convinced that the circular arch is a true variation and not a 
printing effect as might very naturally be supposed. 

^rd In place of the semi-circular arch is a low arch rising to 
■^in. ('020) above the stonework; it is wider than the semi- 
circular arch, and the skull to the right is nearly in its centre 
The whole back^ound is covered with work crossing and re- 
crossing, except in the upper right-hand comer, where are seen 
a single diagonal from left to right, and an irregular vertical 
which only rises a little way above the lines which form the 
upper arch. [Coll : BM. C P. A. H.] 
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4M. A horizontal zigzag appears in the upper right comer 
covering the lines of the arch and the verticals, but not extending 
above Uiose verticals. Impressions in this State vary in the 
printing : thus there are four in the British Museum, one of 
which is printed without any tint upon the plate ; a second is 
tinted, but high lights are introduced ; another is more deeply 
coloured, but still allows the figures to be seen, while in the 
fourth the group to the left is dmost concealed. [Coll : BM. 
C. P. A.] 

For the variation in the shading in the upper right see Slott 
VIIL fig. 36. 

I do not believe that the variations which constitute the 
4/A State were by Rembrandt, still less that these fanciful 
impressions were printed by him. The amateur will occa- 
sionally meet with impressions not only of this but of the 
3rrf State which have been tinted by hand : there is one at 
Amsterdam which came from theVerstolk Collection, in 
which two Grothic windows fill the background, the upper 
part* of the window to the right corresponding with the line 
of the arch. 



234. St. Jerome ; an Unfinished Piece. {Saint Jirbme; 
pihe dite Saint jfirStne dans le goUt dAlbreckt DUrer.) 

He is seated on a bank to the left, at the foot of a tree 
the top of which has been broken off, and on which perches a 
bird ; a large branch is growing towards the left, forming a 
shelter for the Saint, and a clump of trees behind affords a 
deep shade. He rests upon his left elbow and is reading in 
a book which he holds in both hands ; the upper part of his 
face and hat only are finished. On higher ground, a little to 
the right, stands a lion in a spirited attitude, seen from behind ; 
his forepart and mane are worked with dry point. In the 
distance to the right are a large house and a church with a 
clump of trees on either side, and below is a fall of water 
which tumbles down among rocks to the lower right ; over 
the waterfall is a wooden bridge with two figures at the 
further end of it Date assumed^ 1653. 

Dimensums: 10,2 — 8,2 (-259 — •208). 

States: ist. The upright supports of the wooden bridge are 
drawn, the left with three, the right with two lines, and are in 
pure etching. [Coll : BM. C. P. A. H.] 

Q 2 



228 Rembrandt's Etchings. Na?3S 

There is a superb impression of this State in the British 
Museum; it has a broad margin in which are written four lines, 
be^nning hier zit yeronimuSy etc. : * Here sits Jerome, buried 
while in life ; he fears neither the lion nor the bear, nor the sad 
Vildemess ; but sits thus reading of the gifts of heaven while 
the world pursues that which passes away.' 

2nd, The upright posts of the bridge are reworked ; that to 
the left is formed of five principal strokes, that to the right of 
three ; fine impressions of this State are so full of burr that these 
lines can hardly be counted, but the presence of the burr which 
covers them will distinguish tlie State. [Coll: BM. C. P- A- H.] 

The figures of the Saint and of the Hon are so far superior 
to the other parts of this composition, especially the foliage 
to the left, that it need not surprise us if some day we find an 
impression of the scene without these figures, just as the 
original of The Flight into Egypt in the manner of Elzheimer 
has been discovered. I am very strongly of opinion that 
other work has been erased to make way for the figure of the 
Saint, and that the traces of this work will be as plainly 
apparent as are those of Tobit and the Angel in The Flighty 
No. 236 — when we know where to look for them. 



^ 235. Our Lord crucified between two Thieves; 

OTHERWISE KNOWN AS *ThE THREE CROSSES.' 

{Les trois croix.) 

The Crucified Saviour is represented nearly in the centre 
of the print, but a little to the right ; on each side, at equal 
distances and nearly in profile, are seen the two thieves ; 
lower down to the left of the Cross of Jesus Christ are two 
mounted horsemen armed with spears ; a third horseman, the 
centurion, dish\ounted, and seen from behind, is kneeling on 
one knee and looking towards our Lord, with his arms ex- 
tended and hands a little raised ; his horse is held by an 
attendant to the left, close to whom is a fourth horseman 
mounted. In the middle for^^round two Jews are apparently 
hastening from the Calvary, and on the left a man, who 
seems to be overcome by the spect?icle, is being led away 
between two others. Near the Cross, to the right, are seen 
the Mother of Christ and the disciples, one of whom embraces 
the feet of his Master ; the Blessed Virgin, fainting, is sup- 
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ported by the holy women, who are seated on the ground ; 
dark foliage shades the foreground to the right, behind which, 
only partly within the plate, are seen the head and high cap 
of one whom we may assume to be the Chief Priest, standing 
there unobserved to witness the execution. Deep shadows 
partially conceal the work upon the plate to the right and 
left, while from above the Cross of the Saviour broad rays, 
widening as they descend, light up the central group. 

The moment represented is the conclusion of the three 
hours' Agony, when the darkness which has overspread the 
land is dispelled by the light which suddenly streams down 
upon the Cross. There is an effect of something startling 
and unexpected about the whole of this superb composition ; 
the Figure on the Cross is not of one who is dying, but of one 
just dead ; the hardly closed eyes and fallen jaw displaying 
the teeth testify that the end has come. Upon the instant- 
aneous return of the light, the centurion falls upon his knee, 
the Virgin sinks backwards in a swoon ; one near her is 
startled by her cry, another raises her hand to shade her eyes 
from the sudden gleam ; one spectator covers his face with 
his hands, others look back with a movement of affright \ 
two of the Jews who had derided the Sufferer turn away to 
escape ; even a dog, seen to the left, turns its head in terror, 
as it hastens to follow. It is indeed a wonderful picture, and 
one which exhibits in the highest degree the genius of the 
master. The signature and date, Rembrandt f. 1653, do not 
appear until the yrd State. 

Dimensions: i5>i — 17*^ ('3^3— •4Si)- 

States: 1st, As described; the face of the man who is being 
led away to the left is unshaded ; the face of the spectator to the 
extreme right is also unshaded; his cap or tiara has only a 
diagonal line from left to right, a few irregular horizontals 
appear upon his neck, below which are finer nearly vertical 
lines. |lRte VIII. fig. 37. [Coll: BM. P. A.] 

2nd. A series of harsh honzontals, close along the plate-edge, 
shade the back of the tiara of the figure on the extreme right, 
and are continued downwards to the neck ; his cheek and neck 
are covered with a left-to-right diagonal, which also crosses the 
nearly vertical shading below. [CoU : BM. P.] 

^rd. The head of the man led away to the left is shaded ; 
the head of the man to the extreme right is covered with dry 
point and almost concealed in shadow ; a deep shading, repre- 
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seating probably the opening rocks below the foliage to the 
right, has additional work ; other parts have been retouched, 
and the name and date are added. Late impressions of this 
State are worn and poor. [Coll : BM. C P. A. J 

4M.^The composition is entirely changed, the figures on the 
crosses do not even remain the same ; that on the right is con- 
cealed in the darkness which envelopes it, the others are harshly 
reworked. The groups below are altered ; some of the more 
important are effaced, and all is now obscurity and confusion. 
The horse to the left is rearing, another in a different attitude 
is substituted for the horse of the centurion, and a clumsily 
drawn figure with a high headdress or turban divided into three 
is placed upon it One of the two Jews descending the Calvaiy 
remains, but is reworked ; traces of the other can be discovered 
^ by examination. The disposition of the light and shade is 
V I equally varied ; heavy burin lines, whose purpose it is not easy 
; to understand, are seen in the foreground, and stiff parallels, 
\ ' vertical and diagonal, deepen the shadows. [CoU; BM. C. 
P.A-] 

5/A. Near the lower middle of the foreground is engraved 
. Francis Cardsc excudiL [Coll : BM.] 

Copy. Same d. 13,4 — 10,1 ('340 — '25 7J. The composi- 
tion varies in many respects from the original, but is taken 
from the impressions before the alterations. At the foot is in- 
scribed Bidtham^ The second thought by Rembrandt (there is 
some other word concealed by the shading). It is possible 
that there is a State of this copy on a larger plate^ but I have 
not seen it 

Copy. . Same d. 13,6 — 15,3 ('345 — '390) of *the Altered 
Plate:' The Jew in the foreground hastening away is seen full 
face, in the original his head is in profile. This copy is found 
in a 2nd State^ the plate reduced to 13,4 — 10,1 ('340 — "257). 
Low down in the middle is inscribed, Tfu two crosses first 
thought by Rembrandt^ this by Bickham. 

It will be remarked that George Bickham, the author of these 
most indifferent copies, calls *the Altered Plate' 'the firsty and 
the earlier impression ' the second thought;* a confusion of ideas 
which it is not easy to explain. 

Before the alterations were effected which constitute the 
4/A State, the plate had become much worn ; late impressions 
of the ird are met with in which the lines appear thin and 
ragged, and the greater part of the burr has disappeared. 
Whether Rembrandt, when he designed the scene, intended 
that a large part of it should remain a vigorous but unfinished 
sketch can only be a matter of conjecture ; it may have been 
that he rapidly outlined many of the figures, proposing to 
rework them when he saw what would be the effect of the 
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composition as a whole ; or, which is not impossible, he 
entertained the idea of using this as a study for some still 
more important work upon canvas. 

It has been asserted that the 4/A State^ described above, 
that which is called the Altered Plate, is Rembrandt's true 
completion of the design, 'the final expression of the per- 
fected plate' [Bibl. XXI. p. 49]. With this opinion it is 
impossible for me to agree ; I have always regarded the 
rework as hopelessly inferior, and have no hesitation in 
ascribing it to some other hand. Let the student compare 
an impression of the Altered Plate^ part by part, with an 
impression of the \st and 2nd States, or a good impression 
of the yd ; let him remark on the variations effected in the 
Sacred Figure upon the Cross, and the rearrangement an< 
details of the groups below, the obliteration of the dyinj 
thief upon the right (one of the most ably drawn figures ii 
the whole scene) ; let him notice the utter weakness or entire 
absence of expression, the confused ^zVarrangement of light 
and shade, the feebleness of the ruled lines, and the uncertain 
purpose of the^deep strokes across the foreground, only the 
more imbecile if, as'TiaSi3ecn suggested, they are intended 
to_2e£resent-Ae--re«ding of the rocks — and then form his 
own conclusions as to the value of the work. 

This new work was neither designed nor executed by 
Rembrandt. The plale had been sufficiently used even 
before it left his hands ; passing, like other plates at his sale, 
into the possession of a stranger, it was at a convenient time 
printed from, and when found to be too much worn to yield 
profitable impressions, was defaced by some inferior artist 
who could neither understand the conception nor imitate the 
technic. 

236. The Flight into Egypt; called 'In the Style 
OF Elzheimer.' (Fuite en Egypte^ dite dans le 
goilt d Elzheimer.) 

The landscape represents a valley which opens in the 
centre of the print, bounded on either side by hills clothed 
with hanging woods, which as they recede disclose a distant 
plain, with a winding river and buildings and towers almost 
lost in the haze; the plain is terminated by a chain of 
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mountains. In the near foreground on the right the Holy 
Family are discovered, St Joseph leading the ass on which 
the Blessed Virgin and the Child are seated ; they come from 
the right and are about to descend into the valley below. 
Date assumed^ 1653. 

Ditnmsions: 8,3 — 11,2 ("an — "284). 

States: 1st, As the plate was completed by Hercules Sobers. 
To the right, where the Holy Family and the foliage above them 
are afterwards seen, Tobias and the Angel are represented ; 
Tobias in front dragging the fish, and behind him the Angel 
leaning forward with an air of protection ; the head of the Angel 
reaches to within 1,4 inch ('035) from the top of the plate, die 
upper outline of his wing to about -^ in. (0x0); these figures 
are out of all proportion to the size of the plate. I only know 
one impression, which is probably unique. [Coll : A.] 

2nd, The figures of Tobias and the Angel are erased, and in 
their stead is Rembrandt* s boldly sketched group of the Holy 
Family, with foliage above designed or paitly reworked to con- 
ceal the traces of the original figures ; the erasure has not, how- 
ever, been complete, the Angel's wing is still clearly apparent in 
the upper foliage to the right, the outlines of his left leg and foot 
are seen behind the near hind leg of the ass, and the staff which he 
carries, reaching to the right edge of the plate, is not obliterated 
the oudines of Tobias' left knee and foot can also be detected 
the foliage above is incomplete and presents many clear spaces 
two dead and naked branches stand out from it to the left 
the upper one of which has two branchlets forming an angle with 
the main stem, whereas there are three in later States. See "^UU 
VII. fig. 34. The space between this and the lower dead 
branch is scratched and spotted by the action of the pumice- 
stone which removed the head of Tobias, and in the deep rift in 
the trees, directly above the head of the Virgin, are other marks 
of erasure. An improvement in the landscape is effected by 
bringing the river rather nearer, giving it an additional 'reach,' 
by the aid of the burnisher. [Coll : BM.] 

This State is excessively rare. The Bntish Museum impres- 
sion is printed upon parchment ; it was in the Aylesford Collec- 
tion, and was purchased by the elder Josi in 181 5 ; at his sale, 
March, 1829 (lot 73), it was bought by Mr. Ward for 35/. 1^. 
A still finer impression on vellum was also in Wilson's own 
collection, and is now in that of the Duke of Buccleugh. 

yd. Additional work on the foliage covers the clear spaces ; 
the upper naked branch to the left has a third branchlet above, 
forming an angle with the main stem. [Coll : BM. C O. P. A] 

A curious printing effect is seen in an impression of this State 
at Amsterdam. A third tower appears between the other two in 
the distance ; the variation is an accidental one, but the effect is 
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good. M. Charles Blanc has noticed this impression, and it is 
referred to in some MS. notes on the Amsterdam Collection, 
which were taken by Wilson on the occasion of his visit there, 
and have been kindly submitted to my inspection by Mr. W. F. 
Tiffin. 

4/A. The lights upon the figures, on portions of the foreground, 
and on the distant foliage to the left, have been heightened by 
the burnisher. There is an appearance of corrosion in the sky, 
var3dng in different impressions, but chiefly seen about the 
middle of the plate. [Coll: BM. C P. A. H.] 

$th. The corrosions in the sky have been burnished out 
The spots and scratches between the naked branches to the left, 
and those also in the rift towards the top, are gone ; the best im- 
pressions are those in which this polishing is imperfecdy done; 
the plate is now much worn. A still later impression shows 
harsh work upon the trees to the left, and the lights still further 
heightened. The variations in this and the 4/^ State were pro- 
bably executed at some later time ; the corrosions in the plate 
are very suggestive of its having been long laid aside. 

The original of this print was a picture painted by Adam 
Elzheimer, and engraved by the Count de Goudt (Utrecht, 
161 3). In the engraving Tobias and the Angel are seen upon 
the left, walking towards the right ; behind them are dark 
masses of foliage. In the centre of the print is a plain with 
distant buildings ; on the opposite side are hills and hanging 
woods. It is evident that Seghers had this print before him 
when he executed his plate, for two little figures, a cow, and 
a man leaning upon a stick, which appear in De Goudt's 
engraving are accurately reproduced [Bibl. XXXI. p. 18, 
etc.] 

2S7. Our Lord and the Disciples at Emmaus. {Les 

Pilerins cC Emmaus) 

Our Lord, sitting behind a table under a canopy, is seen 
in the middle of the piece. He holds a piece of bread in 
each hand as in the act of blessing, by which He becomes 
known to His disciples ; the rays of a large nimbus surround 
His head ; on the table is a dish with a joint of meat upon it, 
and close by is a half-filled goblet Startled by the sudden 
revelation, Ae disciple on the left rises hurriedly from his seat, 
and is seen with hands joined and lifted up ; the other, on the 
right, half extends his arms in an attitude of astonishment ; a 
man on this side going down the steps looks round, attracted 
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probably by some ejaculation of surprise from a disciple, or 

by the unexpected light thrown by the nimbus; behind him is 

a dc^. Low down to the left is Rembrandt f. 1654. Wilson, 

and after him M. Charles Blanc, read 34, but this reading is 

an error. 

Dimensions: 8,3 — 6,3 ('an — •161). 

States : 1st. The rays emanating from the head of Christ are 
interrupted, as are also the outlines of the hat which hangs at 
the back of the disciple upon the right [CoU: BM. C O. P. 
A.H.] 

2nai The defective parts are worked over, the outlines of the 
hat are complete ; in early impressions much burr is seen in 
these touches ; by the time this burr has disappeared, the im- 
pressions are worn and poor. One of the finest I know is in 
the Cambridge CoUectioa [Coll : BM. C. P. A.] 

Copy rev. of the 2nd State, In the dear space below is Georg. 
Leop, Hertd exc. A, K* 

Copy^ on a reduced scale ; by Bumet 



888. The Nativity. {La Nativiti) 

In this is represented the inside of a stable, the Vii^in 
Mary is placed in the centre of the piece with the Holy 
Infant in her lap, St. Joseph, on her left hand, is seated upon 
an overturned wheelbarrow, behind him are seen two oxen in 
their stalls ; to the Virgin's right are the Shepherds looking 
at the Infant over a barricade; a lamp placed above the 
head of the Virgin lights up the scene. At the bottom to 
the left is engraved Rembrandt f. Date assumed^ 1654. 

Dimensions: 4,1 — 5,1 ('105 — '130). 

States : ist. A white space is seen in the dark shading at the 
top to the right, the result of a failure with the acid [Coll : 
BM. C P. A. H.] 

2nd, This space is worked over. [Coll : BM. C. P.] 

Cofy^ of ist State, BibL IX. 



239. The Circumcision ; with the Cask and Net. 

(La Circoncision) 

The Blessed Virgin is seated about the middle of the 
piece with her hands joined in prayer, St Joseph, turned 
towards the right, is by her side, holding the Child on his 
knee ; two persons, one of whom is kneeling, are witnessing 
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the ceremony, others are behind ; three-fourths of the piece 
is lighted by rays from above, the rest is in shadow. On the 
left is a ladder, at the foot of which is a cask, and by its side 
hangs a net In the upper comer at this side is Rembrandt/, 
1654 ; the inscription and date are repeated below the net 

Dimensions: 3,7—5,7 ('094— '145). 

States: 1st. A blank space is seen at the upper part of the 
plate near the middle, and another at the left corner, just above 
the net ; both are results of failure with the add. [Coll : BM. 
C. O. P. A. HL] 

2nd, These blank spaces are worked over. [Coll : BM. C 
P. A.] 

240. The Flight into Egypt ; the Holy Family cross- 
ING A Rill. {Fuite en Egypte; passage de 
reau.) 

The Holy Family are crossing a stream in which St 
Joseph is seen up to the knees, leading the ass with his right 
hand, and holding a staff in his left ; their course is to the 
right. The background is rocky ; foliage, but no sky, is seen. 
Low down to the left is Rembrandt f, 1654. 

Dimensions: 3,7—5,7 ('094— -145). 

[Coll : BM. C. P. A H.] 

Copy, In same d. Rembrandt's name and the date 1655 
are added. The outlines of the staff which St Joseph holds 
are not continuous above and below his hand. 



24L The Holy Family; with the Serpent. {Sainu 

Famille; aula Vierge au ehat,) 

The Blessed Virgin is seated in front with the Child in 
her lap, her hands are joined, and she leans forward as if 
asleep, her head touching that of the Child ; to the left is an 
arm chair upon a step with a canopy above it ; upon the step 
lies a cat ; to the right is a stone chimney piece with embers 
on the hearth ; St Joseph looks in at the window behind ; a 
serpent is seen coming from under the Virgin's foot In the 
lower middle is Rembrandt/, 1654. 

Dimensions : 3,7 — 5,7 ('094— -145). 
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States : 1st, Some places near the top to the right are un- 
shaded, from a failure with the acid. [Coll : BM. C. P. A.] 
2nd These places are worked over. [Coll : BM. C. O. P. A, H.] 

The introduction of the allegorical serpent is a sufficient 
reason for changing the title usually given to this piece. I 
have met with the following note in an interleaved copy 
of Daulby's Catalogue which is worth recording : * It is 
singular that none of the compilers of catalogues, in their 
description of this print, should have noticed a circumstance 1 

which certainly gives it considerable interest ; for once Rem- 
brandt has ventured on allegory with success, and the serpent 
is very happily introduced, trampled under the foot of the 
Virgin.' 

242. The Descent from the Cross ; a Night Piece. 

(Descent de Croix au flambeau.) 

The scene is laid on elevated ground to the leftpf the > 9 

piece. In the lower middle is a bier, over which aj^oman /y^A^I^ 

with a headdress like that of a nun\is spreading a sheet / 

to receive the Body which the disciples are taking down 

from the Cross ; a man close by the Cross holds a torch 

which casts its light upon the group, the rest is in darkness ; 

Joseph of Arimathea is partly seen to the right The walls 

of Jerusalem are dimly shadowed in the distance. Upon the 

border of the winding sheet, towards the left, is Rembrandt, ^ 

1654. 

Dimensions: 8,3 — 6,4 (*2ii — '163). 

[Coll : BM. C. O. P. A. H.] 

Copy rev. inscribed Novelli^ No. 2. Rembrandt's name does 
not appear, and the copyist's own signature and the number are 
sometimes absent 

Copy on a reduced scale ; by Burnet 

Early impressions are known by the sharpness of the 
work, and the presence of burr ; the amateur should be upon 
his guard against those In which an artificial tone has been 
produced by tinting, they are generally inferior impressions. 
There is one at Cambridge in which the torch has a white 
flame, while the whole of the rest of the print looks as if it 
had been steeped in coffee. The plate is said to be still in 
the trade. 



// 



No. 243 Scriptural and Religious. 237 

243. The Presentation ; in Rembrandt's ' dark man- 

NER/ {Presentation au temple; dite en maniire noire.) 

On the right is the High Priest sitting upon a throne 
approached by steps ; the Holy Infant is presented by 
Simeon kneeling, the heads of both the prophet and the 
Child are surrounded with a glory ; the Blessed Virgin and 
St Joseph kneel at the left In the centre of the piece 
another priest is standing, wearing a cope and jewelled head- 
dress ; he holds in his right hand a richly ornamented crozier ; 
on either side a spectator looks from a kind of gallery be- 
tween the pillars. The light comes from above, but its source 
is not seen. Date assumed^ 1654. 

Dimensions: 8,3 — 6,4(*2ii — '163). 

[Coll : BM. C. P. A. H.] 

In the earliest impressions there is so much burr that only the 
central group can be made out ; the best of these are on India 
paper, where the figures are more distinct the effect is weakened ; 
I have seen an impression at Paris where there is some delicate 
work on the face of the Virgin and upon the column behind her, 
which may imply rework, and so constitute a 2nd State, 

M. Charles Blanc calls attention to the fact that in some 
impressions of this plate after the burr was worn away, the 
effect was restored by spreading the printing ink upon the 
plate with the finger, and this, he believes, was done by 
Rembrandt himself [Bibl. VIII. 1. p. 113]. I have found 
impressions in which colour was left upon the plate even in 
its earliest stages ; there is one in the British Museum, which 
is very effective. Such an impression is not, however, to be 
preferred. 

With regard to the source of the light It has been 
described as coming from the Child. This is a mistake ; it 
comes from some point outside the upper left of the plate^ 
and is meant, no doubt, for an illumination from Heaven. 
It first catches the embossed work and jewels on the crozier 
and headdress of the priest who stands behind ; it leaves his 
face in deep shadow, but touches his beard and breast ; the 
folds of his robe, gathered in front with his left hand, partly 
shade the Child's face, but the light freely reaches the rest, 
falls full on the upturned face of Simeon, and gives prominent 
relief to the figure of the High Priest before whom he kneels ; 
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it must, however, be owned that the idea is imperfectly carried 
out, and that the incidence of the light is not very accurately 
defined. 



244. Jesus and His Parents returning from Jeru- 
salem. {J^stis rameni du temple^ 

The Holy Family are walking towards the right, Jesus in 
the middle, a little Aog is running in front Behind the 
Virgin to the left rises the trunk of a tree, to the right the 
landscape represents a bridge with cattle approaching it, and 
houses on either side, in the distance is a castle on a rocky 
eminence. Low down to the right is Rembrandt /. 1654. 

Dimmsians: 3>7— S»7 ('094— •i4S)» 

[Coll : BM. C O. P. A. H.1 

Copy. Same d. In the lower right is Rembrandt^ 1654. 
This copy may be known by the careful shading which repre- 
sents the burr in the original It is by Denon. 

Copy rev. On a smaller plate, by Bumet 

This print is not uncommon and is frequently found well 
printed, full of colour, and often with a large margin; the 
finest impressions are on India paper and are rich in burr. 
The disposition of the background is in the style of Poussin 
or in that of Campagnola. 



345. Jesus disputing with the Doctors ; the 
Smaller Print. {Jistis-Christ disputant avec les 
docteurs) 

Jesus is seated, a little to the left, among the Doctors of 
the Law, with one of whom in front He appears to be con- 
versing; another with a high cap in the centre of the piece 
has rather the grotesque appearance of an old cobbler with 
his leathern apron than a Jewish Rabbi ; a tall figure to the 
right is seen in profile, a little old man behind him is leaning 
on a stick ; four spectators are to the right looking over a 
partition covered with drapery, others again are to the left. 
At the top, above Jesus' head, is Rembrandt f. 1654. 

Dimensions: 3>8— S»7 ('o97— "I4S)- 
[Coll : BM. C. O. P. A. H.J 
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Early impressions show some burr on the few shaded parts, 
the best are on India paper, and have the background soQed. 
Copy rev. By Novelh. 
Copy rev. By Denon. I do not know this copy. 

I have seen a modem copy of this print so exactly imitat- 
ing the original that only the practised eye of a connoisseur 
could detect a variation. 



246. Abraham's Sacrifice. {Le Sacrifice cC Abraham) 

Abraham is on one knee in the centre of the piece ; in 
his left hand he holds the sacrificial knife, and with his right 
he covers the eyes of Isaac, who is also kneeling, directed 
towards the right, and leaning over the right knee of his 
father; a vessel is placed below to receive his blood; an 
Angel with outstretched wings descends behind Abraham and 
arrests both his arms; the attendants and a laden ass in the 
middle distance are partly concealed by the foreground. A 
rocky landscape with two little figures descending a hill forms 
the background to the right At the lower comer on this side 
is Rembrandt f. 1655, the d and the figure 6 reversed. 

Dimensions: 6,2 — 5,2 ("158 — "iSjX 

[CoU : BM. C. P. A. H.] 

Copy rev. Attributed by Zani to Gherard Dou. It is a copy 
full of feeling and rich in colour, though very inferior to the 
original To distinguish it readily from a counterproof we 
notice that in the original the tail of the ass is pointed and does 
not touch the line of the foreground by ^ inch, but that it is 
broad and touches that line in the copy. For a further variation 
see f latt VIII. fig. 38. 

Copy rev. The name of the copyist is on the plate ; Novdlu 

Copy. Same d. Bibl. IX. 

Though there are no States, impressions differ from effects 
of printing, the best are very rich in burr. A very fine one 
from the Collection of Richard Fisher, Esq., was seen in the 
Rembrandt Exhibition of 1 877. 



247. Four Prints for a Spanish Book. {Quatre Sujets 

pour un livre espagnol) 

These four prints were etched on one plate; they were 
executed for a Spanish volume of 259 pages, i2mo, written 
by Menasseh Ben Israel 



240 Rembrandfs Etchings. No. 247 

It will be most convenient to consider the prints in the 
order in which they appear upon the uncut plate, as follows. 

I. Upper left The Image which Nebuchadnezzar saw in 
his dream. (Daniel, cap. ii.) 

II. Upper right The Vision of Ezekiel. (Ezekiel, 
cap. i.) 

III. Lower left Jacob's Dream. (Genesis, cap. xxviii.) 

IV. Lower right The Combat of David and Goliath, 
(i Samuel, cap. xvii.) 

The uncut plate measures 10,9 — 6,3 ('277 — •161). 

StaUs : 1st Upon it in the upper left was first engraved Na 
I. The Image seen by Nebuchadnezzar. There is an impression 
from this in the Paris Collection, which has unfortunately been 
trimmed. [Coll: P.] 

2nd. Further shadmg, to be described in its place, was added 
to No. I., and the 1st States were etched of Nos. II. III. IV. 
In the lower left, below the border line of I. II. III., and within 
the subject of IV., is Rembrandt f. 1655. [CoU: BM. P. A.] 

^rd. Variations were made in Nos. I. II. III. fCoU: B. A. C] 

The plate was then cut into four parts and further impressions 
taken from each. 

The description and States of the four several pieces into 
which the plate was divided arc as follows. 

I. The Image which Nebuchadnezzar saw, etc. — 

The Image clothed only about the loins, with a band or fillet 
round the head, and a short mantle hanging behind and sus- 
pended by a string which crosses the breast, is placed above 
a pedestal ; the legs, broken off close to the body and again 
at the knee and ankle, are falling to the left; part of a globe 
is seen at this side, and the stone * not made with hands ' 
which has broken the limbs is in front of it ; from the right 
edge of the plate dark lines representing rays fall towards the 
left upon the pedestal, and in the angle formed by these is a 
roughly shaped rock from which the stone proceeded. 

States: 1st, The shading behind the head and shoulders of 
the image is of clearly defined lines and interlines having a 
direction from left to right This impression was first recop;nised 
by M. Charles Blanc, it is in the Collection at Paris, and is pro- 
bably unique. [Coll: P.] 

2nd. The background around the head and bust is darkly 
shaded widi numerous lines and interlines ; the figure now 
stands m bold relief. [Coll : BM. C. O. A.] 
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yrd. The legs are now attached to the body and broken only 
at the ankle ; the globe to the left and the large stone in front 
of it are partly concealed under additional work, and are no 
longer de&ed ; a globe in the lower right hides the rays and 
the roughly shaped rock; from this globe proceeds a stone 
which, striking upon the feet of iron and clay, breaks them to 
pieces ; a horizontal stroke further deepens the shading behind 
the left arm and side of the image. [Coll : BM. A.] 

These 3 States are found either on the entire sheet or are im- 
pressions which have been cut from it 

4M. From the cut plate ; the fillet or band is widened and 
now nearly touches the eyebrows ; this is done to allow space 
for a word, which appears in the next State, to be engraved ; 
the right ear is also concealed. On an impression at Paris, first 
described by M. Charles Blanc, the names engraved in the next 
State are written by Rembrandt, probably as a guide to his 
work [Coll: P.] 

5M. upon the forehead is engraved Babel^ on the upper part 
of the right arm Persia on the upper part of the left Medi, across 
the navel Graci^ along the right leg Romania on the left Afaho- 
fnetani. [Coll: BM. C. A. H.] 

II. Ezekiel's Vision. — At the upper part of the print is 
a glory, in the descending rays of which is seen the Almighty 
surrounded by angels who are engaged in acts of adoration ; 
in the lower half of the print, in shadow, are the four strange 
animals described by the prophet ; the two hinder ones to the 
right are, in early impressions, difficult to be made out 

States: 1st. Two diagonal lines, apparently of smoke from an 
incense burner, are seen from left to right above the heads of 
the angels to the left ; these lines do not reach the left edge of 
the plate, f late VIIJ. fig. 39. [Coll: BM. O. P. A.] 

2nd. These diagonal lines are continued to the edge of the 
plate. [CoU: BM. C P. A. H.] 

3/v/. As the last, except that the impressions are now taken 
from the cut plate. [Coll : BM. C. P.] 

Q)py rev. By Denoa 

Cdfy. Same d BibL IX. 

III. Jacob's Ladder. — In the upper part of the print 
angels are represented upon a ladder, illumined with a glory ; 
half way down the print Jacob is discovered lying on the 
ground upon his back asleep, his head resting on his left hand 
and his staff under him near his feet. 

States, jyt The plate is so full of burr that the figure of 
Jacob is hardly to be distinguished; the poles of the ladder are 

R 
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dlmlr seen, but they do not come lower than the place where 
Jacob is Iving. [Coll: BM. O. P. A.] 

2nd, The poles of the ladder, not yet well defined, reach the 
bottom of the plate. [Coll: BM. P.J 

yd. From die cut plate; the cross bars of the ladder are 
introduced extending from one pole to the other; in this State 
the burr is worn away and the impression is uniform and dull. 
[Coll : BM. C O. A.] 

IV. David and Goliath. — David is placed on the 
right of the print, preparing to hurl a stone from his' sling. 
Groliath is on the left in a cuirass and helmet, with a shield on 
his right arm. The higher ground on which the combatants 
are placed partially conceals the opposing armies, a few heads 
of soldiers only being seen above the foreground 

States: ist. There are no cross strokes upon the shield of 
Goliath. rColl : BM. C. O. P. A.] 

This is the only State in which the subject appears upon the 
uncut plate. ... 

2nd. The variation consists only in the impression having 
been taken from the cut plate. [Coll: AaI 

3^/. The centre of the shield is shaded with cross strokes. 
Jplatc VIII. fig. 40. [Coll: BM. C H.] 

The book for which these plates were executed is entitled 
Piedra gloriosa de let estatua de Nebuchadmsar can muchas y 
diversas auihoridades de la S.S. antiguos sabios Compuesto par 
et Hacham Menasseh Ben Ysrael, Afnsierdam^ 5415 (a date 
corresponding to 1655 AD.). I have seen an impression of 
this rare volume in the Collection of Mons. Dutuit at Rouen. 



248. Our Lord before Pilate. {y/sus-Christ presentf 

au peuple,) 

Rembrandt has placed the chief group upon a balcony in 
front of the Judgment Hall, approached by a doorway in 
the centre ; this building fills the background and apparently 
forms one side of a courtyard, a part of the sides, right and 
left, being seen in the print. Pilate, standing a little to the 
left, has a wand in his right hand, and with his left points to 
Jesus, Who stands in the middle of the piece, with His hands 
tied before Him. The balcony is crowded with attendants, 
and many spectators are grouped in front ; conspicuous 
among them is a man, in the left foreground, wearing a cap 
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with a larg^e plume of feathers^.who appears to be haranguing 
the people, while with his left hand he points to the Accused. 
In a later State, the 6/!^, over a door to the right is engraved 
Rembrandt f. 1655. 

Dimensions: 14,1 — 18,0 ('357 — "457). 

States: 1st, Measures 15,3 — 18,0 (-385 — '457). The China 
paper used for this and the next State, not being easily procured 
of the size required, some impressions were printed on sheets to 
which, at the top, a slip about an inch wide is attached. Pro- 
bably it was to avoid diis necessity that the plate was reduced 
[CoU: BM. O. P.] 
-:??' 2nd. The dijgh of the man to the left of Pilate has an addi- 
tional shading nom left to right; some close horizontals and 
some nearly vertical work deepen the shadow in the upper part 
of the door in the recessed part of the building to the left. 
[CoU: BM. P.l 

ird. The plate is lowered by about an inch ; a blank space « ^/V 

above the window in the building, to the extreme -U^ is filled ^Xi^^^ / . 
with a balustrade, and this building casts a diagonal shadow * " ' 

across the recess ; the face of a woman, seen at a window above 
the doorway in the recess to the left, is crossed by a left-to-right 
diagonal line. rColl: BM. P.l 

4M. Vertical lines are introduced in the dark shading of the 
window in the recess to the right [Coil: BM. P. A.] 

5/^ The whole of the figures below the balcony axe effiu:ed ; 
the door in the recess to the left is worked upon and made to 
appear like the entrance to an arcade ; other important varia- 
tions will be observed, and many of the worn-out lines are 
harshly reworked [Coll: BM.] 

tth. The name and date appear above the doorway in the re- 
cess to the right ; two deep arches are introduced below the 
platform, and a laige bearded bust is sketched in between them; 
other alterations are introduced. [Coll : C. A.] 

^th. The bearded bust between the two recently introduced 
ardies is now coarsely shaded with horizontals. [Coll: BM. C 
P. A.] 

The student will not fail to observe that the extraordin- 
arily rich dry point work, which tells with such striking effect 
in tiie earlier States, has very sensibly decreased, even in the 
Z^d\ in the 4^ State the lines are thin and ragged; after 
this I do not believe that Rembrandt's hand once touched 
the plate, but that the variations of the 5 /A and succeeding 
States are entirely the work of others. The date, though 
added at some later time, is probably the true one, or at least 
points to about the year when Rembrandt executed the print 

...^aX^.^^ ^^^^^^-^ ^/^^"^^ ^^^^ ^V^^-^^ l^ctX.'^^t^ -^3^^^ ji/ ^tde^ 
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It has been urged that there is a higher artistic conception 
of the scene shown in the removal of the crowd which filled 
the foreground, and which, from its prominence in the earlier 
States, threw the group upon the balcony too much into the 
distance, and that Rembrandt himself became aware of this 
and altered his composition ; with this conclusion I entirely 
disagree. 

The print, full of beauties as it is, has the great fault of a 
want of depth ; it is too flat, and it was with the intention of 
correcting this error and throwing his composition more into 
a concave form that Rembrandt introduced the buildings to 
the right and left, and afterwards the shading which distin> 
guishes the 2nd, yd and 4/A States, The removal of the 
whole of the figures below the balcony only increases the 
original error ; the g^up above is brought full to the front, 
and the whole idea of the scene is destroyed. The attempt, 
shown in the 6th Staie^ to correct the evident faultiness of the 
new design is even less successful. The arches and the colos- 
sal bust between them have a most incongruous effect, fully 
justifying the criticism of Bartsch, that the work substituted 
for that which is erased is extremely bad ; * car ce qtiil a mis 
d leur place, est fort mauvaisJ [Bibl. V. p. 8a] 

We have no clue to the artist who effected the alterations 
in the plate, probably it was the same person as he who dis- 
figured the Three Crosses ; there is the same coarse and 
inefficient handling, and the same inability to comprehend 
the master's inspiration. It is not unlikely that the proxi- 
mate cause of the erasure of the group in the foreground was 
some serious defacement of the work upon the plate, which 
the artist, unable to restore, prudently decided to remove. 



949. St. Peter and St. John at the Gate of the 

Temple. ( Saint Pierre g tUrissant le paralytique) 

Upon a step to the right of the print is seated a cripple, 
turning towards the left, lifting his right hand as if asking 
alms of the two Apostles, who are standing and bending 
downwards ; both are habited in cloaks ; St. John, in shadow, 
himself looks not unlike a beggar ; the background shows the 
arches of the Temple, the entrance being at the lower part to 
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the left^ where two Jews are seen ascending the steps ; the 
piece is veiy coarsely sketched. Date assumed, 1655. 

• • • • 

Dimensions: 8,8 — 6,7 ('223 — '171). 
[CoU: BM. P. A.] 

There is a rudeness and vulgarity about the figures in this 
piece which have led amateurs to doubt its authenticity, I 
have, however, no hesitation in accepting it ; though carelessly 
executed, and though the figures of the Apostles, especially 
that of St John, are wanting in dignity, and one of the hands 
so clumsily designed that it is not easy to decide to which 
Apostle it belongs, it is a print which improves upon acquain- 
tance, and I am not alone in r^arding it as a veritable work 
of the master. Whether I have done right in placing it so 
late as 1655 is, I own, a matter about which I do not feel so 
certain, although my decision is supported by more than one 
able connoisseur. 

250. Abraham entertaining the Angels. {Abraham 

relevant les anges) 

The Angels are represented seated at a table placed before 
the door of Abraham's house ; behind the door, to the left, 
Sarah is seen, as if listening to their conversation ; the central 
Angel, a venerable old man of dignified appearance, repre- 
sents the Almighty; He holds a cup in His right hand and is 
extending His left towards Abraham, who, with his left hand 
upon a water jug, stands at the foot of the table to the right, 
in an attitude of humility, prepared to minister to his guests. 
Behind the group at table is a boy, Ishmael, leaning over a 
low wall and drawing a bow, in evident unconcern at the 
presence of the Angels ; low down to the left, almost con- 
cealed by the shading, is Rembrandt f, 1656. 

Dimensions: 6,3 — J,2 (*i6i — "133). 

nCoU : BM. C. O. P. A. H.] 

The finest impressions are iiill of burr and on India paper. The 
late Mons. De Brou, librarian to the Due d'Arenberg, at Bvussels, 
very courteously caUed my attention, early in 1876, to an im- 
pression in which were variations which he thought constituted 
a 2nd State, I have satisfied myself, by carefiil examination^ 
that these variations are due to a printing effect 

Copy, Same d Bibl. IX. 
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JMl. Our Lord in the Garden of Olives. {Jhus au 

jardin des Oliviers.) 

Our Lord, Who is represented, at the right of the plate, 

upon His knees, sinking down in weariness and sorrow, 

is supported by an Angel, who, with one knee upon the 

ground, is placed about the centre, his extended right arm 

preventing the Saviour from falling. Lower down, on the 

left, the Apostles are sleeping upon the ground, and in the 

distance, on the same side, the soldiers are seen entering the 

garden to apprehend Jesus ; above them a tower of the city 

appears ; higher up the moon is partially obscured by clouds. 

In the lower right is engraved Refnbrandt f. 165. There was 

not space to add the fourth figure, and the inscription is so 

buried in shading as to be hardly legible. Date assumed^ 

1657. 

Dimensions: 4,4 — 3,3 (•1x3 — •084). 

rCoU : BM. C. O. P. A. H.] 

The finest impressions are on India paper and full of burr, 
later ones have been veiy frequently tinted, and sometimes this 
is so skilfully done that the deception is not easily detected. 

Copyxts. Harsh left-to-right diagonals shade the garment 
of the Saviour from the elbow to the thigh. Inscribe franc 
Novdliy 1790, No. 21. 

A drawing by Rembrandt, which may have formed a 
study for this piece, is in the Museum at Dresden. 



252. Saint Francis, praying. {Saint Francis d genaux) 

Saint Francis is on his knees, turned to the left, his joined 
hands resting on an open book, which lies before him on a 
large stone placed at the foot of a tree ; to the left stands a 
crucifix, behind and above which is deeply shaded foliage. 
Towards the right a monk is kneeling ; he is seen from behind 
and placed under a thatched hovel. The whole of the back- 
ground to the right is in the 1st State a blank, but in the 2nd 
appears a landscape with buildings. In a space enclosed 
within a line at the lower right is Rembrandt f. 1657. In 
the 2nd State this name and date are repeated. 

Dimensions: 7,1 — 9,6 (-181 — "244). 

States: ist. As described, the space between Saint Francis 
and the tree is unshaded, the right side of the plate is blank and 
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the name and date aie encTaved in small letters. fColl: BM. 
P. A.] 

The impression in the British Museum is on a sheet of parch- 
ment, which had probably done duty as the cover of a book and 
is too small for the plate, not reaching its edge either below or 
to the right; that at Paris is on yellowish paper and is a superb 
print, though a litde too loaded with ink ; one printed on vellum, 
in the Collection of His Grace the Duke of Bucdeugh, is equally 
fine, but none of these approach the magnificent impression on 
yellowish paper at Amsterdam. 

2n4L The space between St Frands and the trunk of the tree, 
to the left, b shaded with vigorous dry point work, apparendy 
representing the entrance to a cave, additional foliage appears 
also in the lower left; the right side of the print, hitherto a 
blank, b completed by the introduction of some buildings, etc. ; 
the name and date are repeated upon and partially conceal the 
frriting previously etched J[Coll : BM. C. P. A. H.J 

A zrd State is said to exist, distinguished by further work; I 
have never seen it, nor do I know in what the variations consist 
I have seen an impression of the 2nd taken from the plate when 
most of the burr had been removed and which had b^n deverly 
worked over with a brush and Indian ink ; it is not unlikely that 
the State described to me as a ^rd was one similarly treated. 

It IS not easy to explain the full intention of the work 
which distinguishes the 2nd State ; although the dark cavern 
and the powerfully expressive foliage on the lefl increase the 
gloom and lend greater solemnity to the scene, the introduc- 
tion of the buildings to the right is certainly' not an improve- 
ment ; on the contrary, though etched with a master hand, it 
weakens the whole composition. The ist State conveys an 
idea of solitude and retirement ; the Saint is seen in prayer 
before a crucifix erected in the deep recesses of a forest, his 
companion, also on his knees, is placed within the rudely 
thatched hut, which alone affords them shelter; the very 
absence of landscape on the right side of the print is sugges- 
tive ; but in the 2nd State the whole idea of solitude is 
destroyed ; they are worshipping by the road side, in sight of 
human dwellings, liable at any moment to be interrupted by 
accidental intrusion or vulgar curiosity. The technic of this 
new work upon the right is also somewhat perplexing, it has 
the character of pure etching ; and not only is it found 
slightly to overlap the rich dry point work of the ist State, 
but it would, if found alone, be placed under an earlier year 
than 1657. Is it possible that another plate has been used. 
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and the printed sheets taken from it been again passed 
through the press with the plate of the St, Francis ? The 
question is beset with difficulties, and I do not, as yet, feel 
that any satisfactory explanation can be offered. 



288. Jesus and the Samaritan Woman; an Arched 

Print. {La Safnaritaine.) 

Our Lord is seen to the left. He is seated behind an up- 
right stone placed at the back of Jacob's Well, and while He 
addresses the woman standing opposite,He extends His opened 
left hand above the water, as if saying, * he that drinketh of this 
water shall thirst again,' etc. The Samaritan woman is nearly 
in the middle of the print. She is turned to the left, her arm 
passing through the handle of a bucket, which rests upon the 
edge of the well. The background to the left is filled with 
massive and timewom stonework, in which, high up and rather 
to the right of our Saviour's head, is a rectangular shaded space 
like a window. In the right background is the town of Sychar, 
and in the middle distance we see the disciples ascending the 
hill. Upon the upright stone, on which the Saviour rests His 
right arm, is engraved, but not until the ^rd State^ Rembrandt^ 
and below it 1658. 

Dimensions: 4,9 — 6,3 (•125 — •161). 

States : 1st. The plate is 8,1 ('205) high; a clear space of 3,2 
(081) is seen above the subject. [Coll: BM. C. A.] The 
Cambridge impression is unfortunately cut down. 

2nd. The plate is reduced, the clear space above being cut 
away. [Coll: BM. C. O. P.] 

$rd. The shadow of the woman cast upon the stonework is 
burnished out, as is also the window above ; cross lines, right to 
left, shade the upper foliage to the left of the well; the woman's 
hair is lengthened on her right, the name and date are added. 
[Coll : BM. C. P. A. H.] 

Co/y rev. By C. Campion. 

It should be remarked that in the 3rd State a different 
expression is imparted to the features of Christ from that 
which they bear in the ist. The change is not an improve- 
ment, but the plate had no doubt passed out of Rembrandt's 
hands before the variations which constitute this 3rd Statewcrc 
executed. The possessor of the plate, which was still in good 
condition (fine impressions are found on India paper retaining 
much burr), thought, no doubt, he would improve it by his 
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erasions and additions^ but was unwise in attempting the 
latter if he supposed his technic would ever be mistaken for 
that of Rembrandt 



2M. St. Peter and St. John at the Gate of the 

Temple. {Saint Pierre guAissant le parafytique) 

The scene is laid within the arched gate of the Temple, 
which extends the whole width of the plate. A cripple, seen 
from behind, is seated upon a step rather to the left In 
front of him stands St Peter, wrapped in a mantle, with both 
his arms extended ; St John, to the right, is in a similar 
habit, having his stockings fallen down to his ankles ; specta- 
tors are seen to the left, and in the background appears an 
amphitheatre with crowds of people surrounding a wide flight 
of steps which lead to an altar, on which a sacrifice is 
burning ; to the left, under a canopy, are the High Priest and 
his attendants. Upon the step on which the cripple is seated 
is Rembrandt/. 1659. 

Dimensions: 7,1 — 8,5 (*i8i — '215). 

States: 1st, St Peter wears under his mantle a stiff drapery 
like a breastplate ; its border below his right arm has an inward 
curve, and from its lower comer, above his left thigh, a diagonal 
shadow extends upwards towards his left arm, about A in. ('005) 
in length, ftlate VIII. fig. 41. The pavement in front of the 
step has only horizontal lines and diagonals from right to left. 
[Coll. BM. A.] 

2nd. The outline of the drapery beneath St Peter's arm is 
straight, the shading at the comer beneath his left arm extends 
about ^ in. (012) upwards. [Coll : BM. C. O. P. A. H.] 

$rd. The diagonal, right-to-left, shading upon the arch to the 
upper left is now prolonged to about ^ in. ('ooS) beyond the 
point where the canopy touches the arch ; in earlier States it was 
about the same distance short of this point, fine vertical shading 
covers the foreground, extending nearly to St John's skirt and 
leg; a delicate diagonal is seen from left to right on the right side 
of the foreground. [Coll : BM. C. P.] 

4//i. The diagonal shading on the arch to the left now meets 
a band of stonework which crosses the arch; irregular and 
coarse vertical strokes shade the foreground, especially to the 
right ; these strokes conceal the finer work, and are continued 
quite closely to the skirt and leg of St John. The whole piece 
shows much rework. [Coll. BM. P. A.] 

The variations which mark the ^rd and 4/A States are not 
the work of Rembrandt, but belong to a later time. 
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THIRD CLASS. 

GENERAL AND FANCY COMPOSITIONS. 

NnmbetB^ to 302. 

255. A Man standing towards the right. 

{L* Homme) 

He is standing, turned a little to the right ; he wears a 
cap turned up with fur, and carries a laige bundle at his back 
and a pouch by his right side. Low down is Rh 1630. 

Dttmnsians: 3,3 — 2,0 ('084 — '051), 

[CoU: BM. P. A. H.] 

In early impressions the plate-edges are rough. 
Copy rev. By Van Vliet, dated 1631. 
Copy rev. 2,8 — 3,3 ('071 — '084). This is the copy described 
by Bartsch. I have not seen it 



866. A Woman sitting upon a Hillock. {Femme nue 

assise sur une butie) 

An ill-drawn fat and clumsy woman, unclothed, seated 
upon a hillock or bank, full face, but her body turned to the 
right ; her hair hangs over her shoulders, her left arm is raised 
and rests upon some linen, and her r^ht upon the dothes on 
which she sits. Date assumed^ 1631. 

Dimensions: 7,0 — 6,3 ('178 — •161). 

[CoU : BM. C. P. A. H.] 

Copy. By Hollar. Described by M. Charles Blanc I do not 
know this copy. 

A study for this etching, in black chalk washed with 
bistre and heightened with white chalk, was formerly in the 
Collection of the Baron Verstolk de Soelen, and is now in , 

that of John Malcolm, Esq., of Poltallod^ (No. 773). /^ 

Doubts have been expressed as to the authenticity of this 
print; it is not questioned because the woman is ugly and 
uncouth, but because the drawing is tame and spiritless, and 
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shows a weakness of line which we do not find in Rembrandt's 
better work. In its favour may be urged that it is a very early 
print, and that in the management of the shadows, ex. gra. 
the reflected lights on the right cheek, etc., there is an artistic 
conception and power higher than that attained by any of 
Rembrandt's pupils. 

The same model, apparently, has been used in the etching 
called La Coupeuse d^ongles^ a print which Bartsch (No. 127 
of his Catalogue) attributes to Rembrandt This print will 
appear in a succeeding volume, among the works of F. Bol, 
under its proper title of Bat/isheba. 



857. A Woman beneath a Tree. {Lafemme) 

She is crouching beneath the trunk of a large tree, which, 
with a bush, takes up nearly the whole left of the print ; her 
face and neck are shaded by her hat In the clear space 
below is Rh 163 i. 

Dimensions: 3,2 — 2,5 ('cSi — '064). 

Slates: 1st. With the name and date. [Coll : BM. P. A. H.] 

2nd. The monogram and date are efiaced. I give this on the 
authority of M. Charles Blana I have not myself seen it 

Copy rev. On a larger plate. In the right hand comer is 
R. 1643 ; said to be by Van Vliet 

Copy. Same d; said tobe by De Claussin. I know nothing 
of thiJBy but record it on the authority of Wilson* 



268. Diana bathing. (Diane au bain) 

She is sitting on a bank by the trunk of a large tree, with 
her feet in the water, and turned to the left, but nearly full 
face ; her arms rest on a richly embroidered garment placed 
on the bank at her right, and she is about to grasp her quiver, 
which lies along the upper part of this garment ; a light 
dress is underneath her, of which a sleeve hangs down and 
nearly touches the water. The background is dark and filled 
with foliage. To the right near the bottom of the plate is 
Rh. f. Date assumed^ 1631. 

Dimensions: 7,0 — 6,3 (-178 — '161). 
[CoU : BM. C. P. A. H.] 
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269. Danae and Jupiter. (panaS et Jupiter) 

She is lying asleep on a bed, her head towards the right 
of the print, her right arm is extended and rests upon her 
body, her left arm is stretched out sideways, the hand 
hanging over the side of the bed ; the bedclothes are thrown 
back, and do not reach her knees ; behind the bed stands a 
Satyr, resting his right hand on the bed, and around him falls 
a shower of gold. In the middle of the bedhead is Rh» 
Date assfifnedf 1631. 

Dimensions: 3,3 — 4,4 ('084 — '113). 

StaUs: ist. As described [Coll : BM. C P. A. KL] 
There is an impression of this State at Paris without the numo- 
gram ; this has been described as the true \st State, I do not 
think the monogram has been removed from the impression, but 
a slight discolouration on the exact spot where it should appear 
induces the belief that some scrap of paper was on the [date 
covering the monogram when the impression was printed. 

2nd, The sleeping woman is covered above her knees. The 
plate-edges are now smooth and regular. [Coll: BM. C. P. A.] 



260. The Ratkiller; an Injured Plate. {Autre 

vendeur de mart^ux^rats.^ 

He is seen in profile towards the left of the print, looking 
towards the right ; he holds a packet of the poison in his 
hand, as if offering it for sale. By his side a pole is fixed in 
the ground, at the top of which is a round cage from which 
some dead rats hang. Date assumed^ 1632. 

Dimensions: 4,9 — 3,2 ('las — 'oSi). 
[Coll : P. A. H.] 

This is called a study for the following print, or, as De 
Claussin expresses it, 'Rembrandt, dissatisfied with this, 
re-engraved the subject' It is a very coarsely executed 
print, and if by Rembrandt was so injured by some mis- 
management with the acid as to be completely ruined. 



261. The Ratkiller. {Le vendeur de mort-aux-rats.) 

The ratkiller, in profile to the left, is standing at the door 
of a cottage, holding in his left hand a pole with a cage at 
the top of it containing live rats ; one is seated outside the 
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> cage, and two dead' ones are hanging from it; arat is al^o 

^ seated on the ratkiller*s left shoulder. He wears a high hat 

X and a coarse fur cloak hangs over his right shoulder. He is 

^ ^ accompanied by a deformed boy or dwarf, who carries a box 

^ of ratsbane ; the ratkiller offers a packet of it to a man who 

— -~-^— — s is leaning over the doorhatch of the cottage, but who puts it 

yl away from him with an air of disgust. By the side of the 

j(^ ^ door, close to the left plate-edge, appear the dead trunk of a 

S^ a cj ^'"^^ ^'^^ ^ broken cask ; a cottage and trees aire in the distance 

• ^ . to the right Low down on the same side is Rh 1632, the 3 

4? Qs^^ and the 2 reversed. 

c^ 1 Z>/w«ww«j; 5,5—4,9 (•140— -125). 

^ i States: ist. As described. [Coll: BM.]» ' 

^ ^ * 2nd. The foliage above the head of the ratkiller is shaded by 

< ^'^ right-to-left diagonal lines, [Coll : BM. C. O. P. A. H.] 

c:^ ^ "i^v Copy. Same d. A scratch passes from right to left through 

;^ >^ "S^ the loiter part of the ratkiller's sword and through his leg below 

g ^^^^^ the knee, and below the foot of the boy turns downwards. By 

^ ^ Bretherton. 

^ 4 Cofiy, Same d, very poor; on the foreground to the right is 

^ ^ * Gerret van Schagm exc. 

Copy rev. good. In the foreground to the left is 6*. Sa/vry 
excudit, 

Copyx^y, 5,5 — 4,5 (-140 — '115). Inscribed Rh C Vischer 
excudebat. 

Copy rev. Within the subject is Rembrandt fe, No. 6, Francis 
NavdU tfidd. This is one of Novelli's best copies. 

Copy rev. of the head and shoulder only, with Uie rat ; 
1,5 — 1,3 ("039 — •032). This appeared in the Serrati Collection 
Catalogue, No, 320, as ' a very curious priijt of part of the figure 
of the ratkiller ; behind him is engraved R. 1630.' A similar 
impression appeared at Sotheby's in Feb. 1826. It is not a 
successfiil imitation, and may possibly have been by F. Bol. 




fc._ _ 



262. Adverse Fortune. {La Fortune contraire) 

A vessel is seen on the right crowded with people, con- 
spicuous among whom stands a large female figure, undraped, 
and seen from behind, who hoists the sail with her left hand 
and expands it with her right On the shore is a man 
crowned with laurel, on a horse which has fallen down ; he is 
looking after the vessel, which is just leaving the shore. 
Above is seen, upon a column, the double head of Janus, to 
the left is a temple, and while some persons are ascending 
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the steps two others appear to be forcing open the door; 
others below are seen in attitudes of prayer or alarm. To 
the right other vessels are seen. On the side of the vessel on 
which the figure stands is Rembrandt f. 1633. 

Ditnmsions: 4,4 — 6,6 (•113 — '168), 

States: 1st, The plate is nearly ^in. (*oii) wider on the left, 
the acid has failed in the dark shading} seen through the partly 
opened doorway on the left. [Coll: P.] 

2nd. The plate is reduced on the left side, shading covers the 
name of Rembrandt on the vessel The back of the woman and 
her left leg are crossed by very regular left-to-right diagonals, 
and right-to-left lines appear on the wall, between the pedestal 
of Janus and the steersman of the vessd. [Coll: BM. C P. 
A.H.] 

3^11 The defect in the add in the dark opening of the door- 
way is partially repaired by diagonals from right to left, which 
are continuous with the short diagonals in the same direction 
upon the edge of the door ; there are marks of other rework ; 
the Dutch text is found on the back of some impressions. [CoD : 
BM. C. O. P. A. H.] 

This print was executed for a folio of 235 pages, on the 
title-page of which we read Der Zee-^vaerthf HandeUnde etc,^ 
in vi boecken beschreven door E. Herckmans. Tot Amsterdam 
bij Jacob Pieters. Wachter op den Dam^ 1634. There are, 
altogether, 17 engraved plates, not including the one on the 
title-page; the 12th of these — ^page 97 — is this, above de- 
scribed. 

M. Charles Blanc tells us that in this print is represented 
the Battle of Actium, that the vanquished hero is Antony, 
and that the double-headed bust and the temple are allusions 
to the temple of Janus, the doors of which, on the recurrence 
of peace, were closed by Augustus. Mr. C. Vosmaer g^ves an 
entirely different explanation ; he considers that in it are 
represented the incidents which befel St. Paul when rescued 
from the Jews, and sent, upon his own appeal, for trial to the 
Emperor at Rome [Bibl. XXXVII. pp. 124-5 J, ^.nd, with 
great reason, utges that there is nothing in the text to connect 
the print with the history of Antony, while in Herckman's 
poem there is an account of the voyage of St. Paul. The 
print in itself has very little merit, the leaves and weeds in 
the foreground bear a striking resemblance to the forms of 
the foliage in the St Jerome^ No, 190, and are evidently by 
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the same hand, the composition of the piece is probably by 
Rembrandt ; but I do not think the design was carried out by 
him, I should be inclined to attribute the work upon the plate 
toBoL 

263. The Travelling Musicians. {Les musidens 

ambulants) 

An old man with a ragged cloak and high hat is standing 
to the left, playing upon a hurdy-gurdy, which he holds under 
his right arm, while with his left hand he turns the handle ; 
behind, in the middle of the piece, is a boy blowing the bag- 
pipes; a little dog in front is tied to the old man's girdle with 
a string. Over a door-hatch to the right are seen a peasant 
and his wife, the latter holding up a child to listen to the 
music. The light comes from behind these persons and falls 
on the musician ; the background is chiefly in shadow. Date 
assumed^ 1635. 

Dimensions: 5,6— 4,6 ('143 — '118). 

SiaUs: isf. As described. [Coll: BM. C. P. A. H.] 
2nd. Shading is seen on the brim and fix>nt of die old man's hat; 
the front of the hoy's cap and the middle and lower right of the 
woman's headdress are hghtlv worked, fine curved lines are seen 
on the breast of the child. [Coll : £M.] 

Bartsch says this piece is called in Holland UAvmgle^ 
because the man is blind ; Daulby and Wilson describe the 
boy as blind. In the most clearly printed impressions the 
old man's eyes are wide open, and he is looking full in the 
face of the peasant, with whom he is apparently conversing, 
while the boy, absorbed in his occupation, is looking down- 
wards. 

In a late state of the print called Christ preaching to the 
people^ No. 229 of this Catalogue, use has been made of this 
plate ; see p. 223. 

The print has very little merit and might be discarded. 
I have not done so, not knowing to whom I should assign it 



^ 264 The Pancake Woman. {La faiseuse de koucks.) 

An old woman, frying pancakes, is seen in profile sitting 
in the middle of the piece in front of a stove, and turned 
towards the right; with her right hand she holds a pan upon 
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the fire and with her left is turning the cakes ; in front of her 
is a child, seated upon the ground and crying in fear of a dog; 
which tries to snatch away the cake which the child holds in 
both hands ; behind, to the left, is a woman with a child on 
her knee ; other children are in the background. In the 
middle of a clear space below is Rembrandt f. 1635. 

Ditnensions: 4,3 — 3,1 (•no— '079). 

States: 1st This is only partially shaded ; the old woman's 
cap, sleeve and apron are white. [Coll: BM. A.] 

2nd, The plate is finished The old woman's cap, worked 
with a broad point, represents some kind of coarse woollen 
material, and shows a few diagonals right to left, nearly parallel 
to the brim. [Coll : BM. C. P. A- H.J 

^rd. . The cap is worked over with downward lines, which cross 
the diagonals; there is other rework, but not easy to describei 
since it chiefly consists in deepening the lines. [Coll : BM. C. 
P. A.] 

4M. The plate has been further and more harshly retouched ; 
at the top, to the left, is Tom IL^ and on the right /a^ 122. 

M. Chaxles Blanc says that this paging was added to the plate 
by Basan when he wished to make use of the print to illustrate 
his ' Dictionary of Engravers/ The plate was part of the pro- 
perty of the widow Jean ; the lettering has been again erased, 
and impressions, in which it is wanting, occasionally appear. 

Copy rev. The shading on the woman's knee is by lines 
which follow the outline, instead of by regular right-to-left 
diagonals. Novelli^ No, 17. 

Copy rev. of the \st State before the shading;. The subject is 
surrounded by marginal lines, and the name m the clear space 
below is omitted ; but for this it might easily pass for a counter- 
proo£ 

Cf^. Same d. On wood, by BoetzeL BibL IX. 

There is an engraving of this subject by Visscher, dif- 
ferently treated. 

266. Youth surprised by Death. {La Jeunesse surprise 

par la Mart) 

On the left is seen a young man in profile, gaily dressed, 
with a fur cap and feather, leading by the hand a young 
woman, who has her back to the spectator ; she has a short 
dark bod(^ice with long hanging sleeves, and a skirt of a lighter 
colour, apparently of silk, and holds a rose in her right hand ; 
a broad flat hat with a feather is placed upon her hair, which 
flows loosely over her shoulders. To the right of the print a 
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skeleton rises from a vault directly in their path, holding an 

hour-glass in his bony right hand. In a clear space, -^ in. 

('Oio) below the subject to the left, is Rembrandt^ and below 

it / 1639. 

Dimensums: 4,3 — 3,1 ('iio — '079). 

[Coll: BM. C. O. P. A. H.] 
Copy. Same d. Bibl. IX. 

The title of this print is somewhat misleading, the youth- 
ful couple are not ' surprised/ in the usual sense of the word, 
at the grave which suddenly opens in their path, or at the 
spectral figure issuing from it ; it is evident that they are not 
aware of the presence of the ghastly object. It is in this 
spirit many of the designs in the early ' Dances of Death ' are 
conceived, the spectre frequently is shown in close attendance 
upon his victim, without exciting any apparent sensation of 
fear or of astonishment, only because his proximity is unob- 
served. This charming little print thus becomes a touching 
memorial of an unexpected sorrow, the death in the autumn 
of the previous year of Saskia's second child ; the dresses of 
the two persons bear a resemblance, which can hardly be 
accidental, to those in which, at this particular date, Rem- 
brandt depicted himself and his wife. The flat cap and long 
feather of the Portrait of Rembrandt, No, 151, dated 1638, 
are here reproduced, as is also his loosely flowing hair ; while 
the hat and feather, the treatment of the hair, the peculiari- 
ties of the dress, with a low body and wide sleeves closely 
gathered a little above the elbow, recall the beautiful portraits 
of Saskia which belong to this date and are preserved in the 
galleries at Antwerp and Cassel. 

Among Rembrandt's drawings is a Dance of Four Skele- 
tons, their hands joined together and their faces outwards ; one 
wears a woman's fashionable hat, and another a velvet mezetin 
cap and feather. This drawing, as well as the etching 
described above, are referred to by Douce in his ' Dance of 
Death,' p. 198. ^^^ 

266. Sketch of a Dog. {Etude de chief i) 

Upon this plate, placed low down to the left and turned 
to the right, is the sketch of a dog, of which only the head is 
finished. Date assumed, 1640. 

s 
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Difnensions: 4,6—5,9 ('iiS — 'iSo). 
[Coll : A.] 
Copy. Of the head only. BibL IX. 

I regard this print as a very doubtful one ; the only im- 
pression known is that in the Collection at Amsterdam. 



887, The Little Dog sleeping. (Le Chim endormi) 

The dog is represented lying asleep with its head to the 
right of the print ; it has a collar, to which is fastened a strap, 
which lies upon the ground in front Date assumed^ 1640. 

Dimensions: 1,5 — 3,2 ('038 — 'oSi). 

States: \st The plate mark is only seen along the top and 
the right side, so its original size is unknown. What remains 
measures 3,5 — 4,2 ('064 — '108). The little dog is in the upper 
right comer. [Coll: BM.] 

This impression appeared at the Hibbert sale in 1809, when, 
for a few shillings, it was acquired by De Claussin ; he again 
sold it at a small advance to a London print dealer, from whom 
the Duke of Buckingham purchased it for 6/. At the dispersal 
of his Grace's Collection in 1834 it realized 61/. ; though tempted 
by the offer of a much larger sum the owner for awhile refused 
to part with it, but when his whole collection was sold T?u Little 
Dog was secured for the British Museum at a cost of 120L 
BibL XLL vol. L pp. 11 6-7. 

2nd, The plate IS reduced to 1,8 — 3,5 ('046 — '089). [CoU: 
BM.] 

^rd. The plate is further reduced. This is the State in which 
the print is usually foimd. [Coll : BM. C. O. P. A. H.] 

Copy, Same d. of the 2nd State, By Folkema. In the 
Copy the shading in the top left comer reaches the plate-edge, 
in the ori^al a space of about ^ in. remains white ; there is 
also a variation in the right lower comer. 

It is an open question whether The Little Dog sleeping is 
the work of Rembrandt at all. Impressions are always faint 
and grey, the plate having been insufficiently bitten. Assum- 
ing it to be by the master, the delicacy of the execution and 
the feebleness of much of the work make it very difficult to 
decide in what year it should be placed ; parts of the technic 
seem to resemble that in the Decollation of St. John the 
Baptist^ No. 209, and the little landscape, No. 303, but I am 
by no means satisfied that it is in its proper position. 
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268. The Flute-player. (VEspiigle) 

In this print are represented a shepherd and a shepherdess 
with their flock of sheep. The shepherdess, who wears a 
broad hat, sits upon a bank on the left side of the print, 
making a garland of flowers ; the man is lying on the ground 
towards the right, foreshortened, leaning upon his elbows and 
playing the flute ; his hat lies on the ground beside him, and 
on his left shoulder a little owl is perched ; behind him a 
shepherd's crook is placed against the trunk of an old spread- 
ing tree ; sheep are to the right At the bottom of the plate, 
a little to the right, is Rembrandt f. 1640. 

Dmmsions: 4,6 — 5,6 ('iiS — '143). 

States: ist A youthful head in profile is seen in the tree 
close by the right of the shepherd's crook, the foliage above the 
hat of the shepherdess is covered with work of the same tone as 
the shading at the back of the hat ; the rock at the shepherd's 
left, from the back of the owl down to the hat lying on the 
ground, is unshaded ; the water weeds at the left lower comer 
consist mainly of three large and not well-expressed leaves ; the 
work is not continued to the plate-edge on the left side. There 
is neither name nor date. [Coll : BM. C] 

2nd. The shading above the hat of the shepherdess has been 
burnished out, and its place taken by foliage in dry point on a . • 
white ground; a band of a few short hatchings crosses the 
middle of the rock by the shepherd's left arm ; the name and 
date are added. [Coll : BM. C. P. A.] 

^rd. The foliage above the hat of the woman is again worked 
over, and no whi t e spae e o e f the g fe und tre A mf g e eci ij- [Coll : ' ~^ a, 
BM. P. A.] ^' ' 

4M. The face in the tree has disappeared, its place is supplied 
by some few indications of foliage ; the rock by the shepherd's 
left arm is worked over from the back of the owl half-way down; 
the three leaves of water- weed in the left comer are erased, and 
their place taken by two well-expressed dock-leaves. Mlale IX. 
fig. 42. The work above them is continued to the left edge cf 
the plate. [Coll : BM. C. P. A. H.] 

Cofy rev. Well executed. In the lower middle of the plate 
is Rembrandt. 

Copy rev. IndiflFerent In the lower part of the plate a little 
to the left is Rembrandt fecit, (This is copied, not from the 
original, but from the copy above described.) 

Copy rev. of yd State, At the bottom to the right is / de 
Ram exc,^ and to the left of this again is Rembrandt. This copy 
is by Gherard Dou. 

s 2 
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Copy rev. of the \5t State^ very deeply shaded. Below the 
subject to the right is Cumano ex. 

Copy. Same d. of the \st State, BibL IX. 



\ 



269. A Man playing Cards. {Le Joueur de Cartes) 

He is seen in front, wearing a cap of soft material, which 
is inclined over his right ear, his hair is long and wavy ; he is 
seated behind a table holding his cards in his left hand, and 
is drawing one out with his right. The player's head and 
shoulders cast a shadow upon the right and upper part of the 
background, the whole of which is worked over ; a lighter 
space remaining on the right Half-way up on the left side, 
underneath the shading, is Rembrandt f, and below it, 1641. 

Dimensions: 3,6 — 3,2 ('091 — 'oSi). 

Bartsch only knew one state of this piece. Wilson described 
two. M. Charles Blanc gives three. M. Ambrose Finnin-Didot 
enumerates four; in his Sale Catalogue, April~May 1877, are 
the following : — 

899. Premier Hat non dkcrit i Veau forte pure, 
yoo. Premier itat, avant diffkrents travavx dans le fond, et 
avant que iaplanche ait He racofrdie, 

901. Second Haiy non dScrit avant les contre-taUles dtms toute la 

partie dufond, 

902. Troisihne Hat. 

The name of Firmin-Didot carries such weight that I feel a 
little hesitation in saying that among these four there is no really 
new State. 899 was the true 1st Siate^ as described below ; 900 
only differed in being printed with darker and coarser inl^ and 
in the deeper shading showed a slight but very suspicious tinge 
of brown, and a want of shari>ness in some of the lines ; it might 
be a variation of the u/, but not a new State. 901 was the ind^ 
as described ; and 902 the reworked plate. 

States : ist The work in the background does not, by about 
-^ inch, reach the upper edge of the plate, and ends irregularly, 
especially at the right comer; the shadow of the head and 
shoulders is somewhat grey in the best impressions, in others it is 
much darker, an effect due to the use of different printing ink. 
[Coll. BM. C. P. A. H.] 

2nd. The work is finished regularly along the top ; the shadow 
on the background is deepened by dry point ; diagonals from 
right to left are seen quite in the upper right-hand comer, where 
none existed in the 1st State, [Coll: BM. P. H.l 

3^/. The shadow is lost in the uniform rework of the back- 

f;round ; verticals and diagonals cover the light space to the right 
Coll : BM. C. H.] 
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M. Charles Blanc considers that both the 2nd and ird 
States show the rework of other hands, an opinion with which 
I fully agree. The plate, in 1 802, was in Basan's possession, 
and afterwards formed part of the property of the Widow 
Jean; there are late impressions on which Watelefs name 
appears^ others in which his or some other name has been 
engraved and afterwards worked over ; I need not say that 
all such reworked impressions are worthless. The \st im- 
pressions printed in a greyish tone, and these only, are from 
Rembrandt's own press ; I believe that all others belong to a 
later time. 



270. The Draughtsman. {Le Dessinateur) 

This represents a young man seated behind a table, hold- 
ing an inkstand in his left hand and a pen in his right, and 
who, by the light of a candle at his side, is drawing from a 
bust placed upon a book on the table ; behind the bust are 
two high cupboards or presses, on the top of which are port- 
folios. Date assunud, 1641. 

Dimensions: 3,7 — 2,5 ('094 — '064). 
States: 1st. Pure etching, with a light effect [Coll : BM.CA.] 
2nd, Reworked with dry point, especially on the side of the 
bust [Coll: BM. P. H.] 

Cof^y rev. 3 in. high. The cupboards are loAvered, so that 
they may come within the subject. 

Cofy rev. On a larger plate ; by Hazard. 

The plate still exists ; the rework which marks the 2nd 
State is of a recent date. 



27L The Schoolmaster. (Le mattre d*Aole.) 

The front of a house is represented with an arched door, 
the lower part of which is closed ; a woman is within, leaning 
upon the hatch, and by her side is a child whose head only is 
seen; on the left, in shadow, is an old schoolmaster sur- 
rounded by children. On the open upper hatch of the door 
is Rembrandt f. 1641. The light comes from within the 
building to the right. 

Dimensions: 3,7 — 2,4 ('094 — '06 1). 

[Coll : BM. C. P. A. H.] 

Copy rev. Harsh and ineffective ; by Hazard. 
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272. The large Lion Hunt. {La grande ckasse aux 

lions.) 

A little to the right a horse has fallen down with his rider 
under him, another horse ridden by a man in Turkish dress is 
rearini; above ; the rider casts a spear at a lion, which is 
escaping to the left, and is attacked by three other horsemen, 
one of whom has a sword, the others have bows and arrows ; 
in front of this another lion is stretched upon its back, 
pierced with an arrow ; to the right are four more horsemen, 
who appear to be emerging from a wood. At the upper part 
of the plate, above the foliage, is Rembrandt f. 1641. 

Dimensions: 8,8 — 11,7 ('224 — '297). 
[Coll : BM. C. P. A. H.] 

M. Thibaudeau informs me that an earlier undescribed 
State, before some of the dry point work, appeared at the 
Didot sale. I unfortunately did not remark this State when 
I examined the Collection. 

Early impressions have burr, chiefly upon the neck and 
arm of the fallen man in the foreground, and upon the figures 
to the right, etc. Late impressions have a clear background, 
and are generally, if not always, printed upon modern paper. 

This and the three which follow have been described as 
* in the manner of Rubens * ; they are spiritedly drawn, and 
though they are not pleasing prints, and their authenticity 
has been questioned, I am not disposed to discard them from 
Rembrandt's work. 



278. A SMALL Lion Hunt with a Lioness. {Ckasse 

aux lions.) 

A horse which is rearing, to the left, is ridden by a Turk, 
who with his left hand casts a javelin at a lion ; a little be- 
yond is a lioness tearing a man whom she has dragged from 
his horse, which is seen escaping in the centre ; another com- 
bat with lions is sketched in the right background. Dale 
assumed, 1641. 

Dimensions: 6,2 — 4,9 ("158 — •125). 

States : ist. The plate is very irregular on the right side ; its 
widest part is just above the near hind foot of the lioness, which 
is ^ inch (*oos) from the plate-edge ; the background is 
soiled. [Coll : BM. A.] 
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2nd. The plate-edges are cut straight, the right edge comes 
within 1^ indi ('ooj) of the hind foot of the lioness. [Coll : 
BM. C P. A. H.] 

Copy. Same d! BibL IX. 

Thb plate is believed to be still in existence. 



874. A Lion Hunt; a Companion Piece to No. 273. 
(Chasse aux lions ; dans le go&t de Rubens.) 

A man who has fallen down with his horse, to the left of 
the print, is attacked by a lion ; he defends himself with a 
javelin, while a second horseman comes to his assistance from 
the right, and makes a stroke at the lion with his sword. 
Date assumed^ 1641. 

Dimensions: 6,3 — 4,6 ('158 — *ii8). 
[Coll: BM.C. P. A.H.] 

Early impressions have the background soiled and show 
burr, but the soiling, which resembles the effect of pumice, 
is easily imitated. The plate is still in the trade. 



275. A Battle-piece. {Sujet de bataille.) 

The details of this piece are somewhat confused. A horse 
is seen galloping in the for^round, and to the right are 
mounted Turks with swords and javelins, who appear to be 
attacking a troop of soldiers seen at a little distance on the 
left. DaUassumedy 1641. 

Dimensions: 4,1 — 3,1 ('105 — '079). 

States: 1st. A spotty indefinite effect of shading, produced by 
irregular and zigzag lines, is seen in the background ; the whole 
piece has a confused appearance. [Coll : A. J 

2nd. The blading in the background is effaced, and visible 
traces of the erasure in a grey tint remain. M. Charles Blanc 
calls attention to a white patch upon the background, resulting 
from rubbing it in a vertical direction ; the foreground is 
covered with horizontal strokes similarly produced. [Coll : 
BM. C, P. A.] 

^rd. The background is cleaned with the burnisher. [Coll : 
BM. C. P. A. H.J 

Like the preceding the plate still exists. 
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278. A Student in his Chamber; called 'A Man 

meditating/ {Philoscphe nUditant) 

This piece is executed in what is called Rembrandt's 
' dark manner.' To the right is a table at the left . of which 
a man is seated ; before him is an open book, and above it a 
lamp is fixed to the wall tlirowing a faint light upon the 
subject ; the student is nearly full face ; he wears a flat cap, 
his left elbow rests upon the table, and the left hand is raised 
to his forehead in an attitude of meditation, his right rests on 
the arm of his chair. A curtain hangs down the right side. 
Date assumed^ 1642. 

Dimensions: 5,8— 5,3 (148— -135). 

Wilson describes four States of this print, M. Charles Blanc 
recognizes six ; so much is due to printing effects that the 
variations are very difficult to distinguish ; with the assistance 
of G. W. Reid, Ksq., Keeper of the Prints in the British Museum, 
I have, I believe, finally arranged them. 

States : 1st. The outline of the flame is defined and ends in a 
point, the whole shading in the background and elsewhere is 
clearly and sharply worked, showing a transparency even in the 
darkest parts ; the curtain has a single fold on the right, falling 
in front of the upright partition. [Coll : BM. C. A. H.] 

2nd. The flame of the lamp is blunted ; the shadow of the 
tray of the lamp has been reworked, producing a somewhat 
blurred effect ; the curtain is still seen with one fold in fix)nt of 
the partition. [Coll : BM. C. P. A. H.] 

In the British Museum is a duplicate of this State, in which 
some scratching is seen upon the fiame, and a tint has been used 
to vary and deepen the shadows ; but a careful examination in 
bright light reveals that there was no variation in the work on 
the copper beyond that described ; the ink used in tinting has 
partly changed colour with age and has assumed a brownish 
hue. 

^nd. The whole plate has been carefully reworked ; this is 
best seen upon the hand, the face and the book/ the curtain no 
longer has any fold in front of the partition ; and the lines of 
the partition are strengthened ; a strong double line is used to 
mark ils form at the top. [Coll : BM. C. P. A. H.] 

4tA. Much of the fine work having disappeared, the lines have 
been still further strengthened ; see the face and the shirt-fix>nt, 
from which the fine lines are entirely gone ; the shadow below 
the tray of the lamp which had been reworked to form the and 
State, has now failed, and has a spotty, mottled appearance ; this 
is the usual state in which the print is found. [Coll : BM. 
O. P. H.] 
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t^th. Used for a book plate and still further coarsely reworked ; 
the beauty of the plate is entirely gone. [Coll: BM. C. P. A.] 

M any curious variations exist of this State. One at Amsterdam 
is on a large page for a book; the flame is here made very broad, 
about "i^^ inch (010), the paper is 11,3 — 14,0 ('287 — '356). 

The very rare book for which the plate was used is entitled 
Van ?ut licht der Wysheydt in duystere en seer henevelde Eeuwen 
( Of the light of wisdom in centuries dark and douded). 

Fine impressions of this print are seldom met with, so 
much depends upon the printing and so much upon condition. 
In the British Museum is a drawing by Rembrandt of the 
Nativity, in which there is a similar disposition of the lamp 
and of the partition on the right. It came from the Payne 
Knight Collection. 



277. The Hog. {Le Cochon) 

The hog is lying across the foreground, its snout turned 
towards the left of the print ; its legs are tied, and the cord 
from the hind legs is fastened to a stake. Above it appear 
five figures grouped to the left and only in outline ; an old 
man with a basket on his arm, a boy who is teasing the 
animal with the squeaking of a bladder, two young children 
looking at the hog with faces expressive of pity, and a head 
in profile above them. In the lower right comer is Rem- 
brandt f 1643. 

Dimensions: 5,6 — 7,2 ('143 — '183). 

States: 1st. The plate is soiled and its edges are irregular, it 
is -^ in. ('008) wider at the top on the left [CoU : BM. C. O. 
P. A. ri.J 

2nd, The plate is cut even. Some veiy regular vertical strokes 
crossed by a few horixontals shade the cheek of the boy with the 
bladder, and some fine vertical strokes appear below his left 
elbow. This State is rare, and I suspect is recent [Coll: BM.] 

Cqfy. Same d. See ^late IX. fig. 43 for distinctive varia- 
tion. It is by the Hoa and Rev. Richard Byron. 

Copy rev. of the 2nd State, Very hard and coarse; the beast's 
snout touches the edge, and his foot the bottom of the plate. 

Copy rev. Within the subject, at the lower right, is Novelli 
inc. 1 791; it is his No. 33. 

Copy. Same d Bibl. IX. 



266 Rembrandfs Etchings. No8.37a-ato 

278* An Academical Figure seated on the Ground. 

{Acad/mie d'un homme assis d terrc^ 

The nearly undraped figure of a man is represented sitting 
on the ground, his body on the right, and his feet towards the 
left of the print ; his face is turned from the spectator ; he is 
supporting himself on his left arm, his right hand resting 
upon his knee. The background behind the figure is shaded 
Low down to the left is Rembrandt /. 1646. 

Dimensions: 3,9 — 6,6 ('099 — '168). 
[Coll : BM. C P. A. H.] 



279. A Figure, formerly called 'The Prodigal 

Son.' {Homtne nu assis.) 

The figure is placed on the left side of the plate. It 
represents a man seated, seen in front, clothed only about the 
waist, his feet placed on a flat stone raised a little from the 
ground by a support at each end ; his hands are clasped. In 
the background is a curtain with many folds, so disposed and 
shaded as to throw the figure into relief. In the lower left is 
Rembrandt 1646. 

Dimensions: 6,5 — 3,8 (*i66— -'097). 

rCoU: BM. C. O. P. A. H.] 

£arly impressions show a little bun. 
Copy reduced. Bibl. IX. 

M. Charles Blanc tells us there is a drawing for this figure 
in the library of the arsenal at Paris, in which the expression 
of the features is even more lugubrious than it is on the cop- 
per. [Bibl. VIII. V. ii. p. 16.] 

A drawing exists, in the same direction, which has been 
erroneously attributed to Rembrandt, but is, I believe, by 
Gerbrand van Eckhout. 



880. Academical Figures of two Men. (Figures 

acad^miques (Thommes.) 

On the left side of the plate are two models, unclothed 
except about the waist ; the nearer figure is seated, with his 
left knee bent and his right knee extended; the other is 
standing, with his right arm leaning on a cushion and his left 
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hanging down. In the right background is a delicate etching 
in no way connected with this subject, but executed at a much 
earlier time, and which was entirely overlooked when Rem- 
brandt worked these studies upon the plate. This etching 
represents a large old-fashioned fireplace, such as is seen in 
No, 226, Tobit^ blind; and sideways in No. 2%^ An Artist 
drawing from a Model] in front of the fireplace is an old 
woman playing with a child in a go-cart ; the little scene is so 
pretty and so tenderly conceived that we could wish Rem- 
brandt had used another plate on which to immortalize his 
ungainly figures. Date assumed^ 164/6. 

Dimensions: 7,7 — S,o (•196 — 'laS). 

States: ist. The add has foiled in several places, ex. gra. on 
the right jaw and neck of the standing figure, on the cheek, 
neck, right arm and shoulder of the one who is seated, and also 
along the left edge of the plate, at the height of his shoulder. 
[Coll: BM. C. P.] 

^nd. These places are reworked The plate still exists and 
inferior impressions are not uncommon. I have seen one in 
which the attempt has been made to 'restore' the marks of the 
acid [Coll: BM. C. O. P. A. H.] 

An impression at Cambridge of the \st State was printed 
from the imperfectly cleaned plate ; this has imparted a tint 
to the background ; the plate also appears to have been passed 
lightly through the press, the result is that the scene to the 
right can with difficulty be perceived. This, however, must 
not be mistaken for an earlier impression, before the scene in 
the background^ for this little group was* etched possibly ten 
years before the academical figures. 

A design for the upper figure exists, though the attitude 
is somewhat varied, and the figure is rather more clothed. 
This drawing measures 10,0 — TJ6 ('254 — '193). In the pos- 
session of M. Charles Blanc is a second design for the standing 
figure, which has been more closely followed in the etching. 



881. The Shepherds in the Wood. {Le Vieillard 

eTtdormi.) 

An old man is sitting asleep at the foot of a tree ; he 
leans his head upon his right hand. In the for^round to the 
left are seated a young man and a young woman who is 
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turning her head towards the old man ; behind, partly hidden 
by the trees, are two cows. Date assumed^ 1646. 

Dimensions: 3,1 — 2,3 (-079 — '058). 

[CoU : BM. C. O. P. A. H.] 

Copy. Same d. I have not seen it 

Copy, Same d Bibl IX. 



282. The Friar in the Cornfield. (Le moine dasu 

UbU.) 

A Friar and a woman are in a cornfield ; a jug stands on 
the ground to the right ; in the distance a reaper is seen at 
work. Date assumed^ 1646. 

Dimensions : 1 ,9 — 2,6 ('048 — '066). 

[Coll : BM. C. P. A. H.] 

Cepy, Same d. (described by Bartsch) ; may be known by a 
strong line which borders the subject at the bottom, and is 
about -^ inch above the plate line ; there is a variation in the 
large ear of com which nses on the right filaU IX. fig. 44. 
In the copy this rises to the top of the plate. The copy is even 
rarer than the original 



283. Ledekant. {Le lit d la franqaise) 

Two persons are seen. At the head of the bed, to the 
right, is a covered table with a drinking glass and two plates 
of cakes ; on one of. the bedposts hangs a man's cap with a 
feather ; in the left background is seen an arched recess leading 
to a door, upon which is Rembrandt f. 1646. 

Dimensions: 5,0 — 6,9 {'laS— •176). 

States: 1st The plate is 6,0 — 8,9 {'isz — '226)- There is a 
clear space at the top of the subject within the plate. (I have 
never seen an impression in this State.) 

2nd. The clear space at the to^ is cat ofi| the plate 
measures 5,0 — 8,9 ('128— >'236). It is in this State, says M. 
Charles Blanc, that the name and date appear. [Coll : BM. P. 
A.H.] 

yd. The plate is reduced upon the left ; the recess and door, 
widi the name and date, are gone. [Coll : P.I 

Copy in rev. of the z^d State : modem and very indiiferently 
engraved. 
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284. An Artist drawing from a Model. {Le peintre 

dessinani (fapris le modik,) 

A nude female figure is standing upon a low stool and 
seen from behind, her face in profile to the left ; the artist is 
seated low down on this side, in the attitude of drawing from 
the model ; these figures are only sketched. The room is 
hung round with turbans, arms, etc, representing probably 
Rembrandt's own studio. Behind is a large easel with an 
artist's drawing board upon it; the background is finely 
shaded, against it in relief is seen a large branch of palm, 
which rises from the side of the model, and in the upper right 
is placed a bust with some drapery disposed about and behind 
the head Date assitmed, 1647. 

Dimensions: 9,1 — 7,2 ('231 — •183). 

States : ist. The easel is entirely white ; the shading in the 
background is finely executed, giving the shadows of the model 
and the bust. I only know one impression of this State ; it was 
contributed by R. S. Holford, Esq., to the Rembrandt Exhibi- 
tion of 1877. Some bold pencil work is seen upon it, which 
deepens the lines upon the bust and in the shadows, probably 
wrought by the master himself. 

2;ri/. The upper part of the easel, above the drawing board, is 
shaded, and it has also a shading below it, and on its lower right 
comer. The drapery hanging from the arm of the model is 
lightly shaded, the background is worked over, and much of the 
beautiful transparency of the dark shadows is lost [Coll : BM. 
C P. A. H.] 

Copy. Same d., 10,0 — 7,7 at the top, 7,4 at the bottom 
(•254 — '196 and -188). The face of the model is clearly out- 
lined.- ^late TX. fig. 45. Below the subject is Rembrandt del. 
^0. 325. Georg, Leop. Hertel exc, A. V, 

The plate is still in existence, and has been heavily 
reworked ; impressions from it are harsh and ineffective, 
looking more like indifferent copies than as if printed from 
the original copper. 

The sketch for this print is among the treasures in the 
British Museum; it is in reverse, and measures 7,5 — 6,5 
(•191 — '166) ; the figure of the artist is in shade. Vosmaer 
[Bibl. XXXVII. p. 282] has given a reproduction of it 

It has been confidently asserted that the shading in the 
background is entirely the work of a pupil, F. Bol, and that 
the ibauche only is by Rembrandt. It is not impossible that 
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the additional shading which distinguishes the 2nd state was 
by an assistant ; but of the original work, as seen in the 
unique ist State^ there can be no question. 

In the Reaiibrandt Exhibition of 1877 this print was 
placed under the year 1637 ; the character of both the sketch 
and the shading is, however, of a later time, and I have the 
satisfaction of knowing that my decision to place it in the 
year 1647 meets with the approval of more than one eminent 
connoisseur. 

Bartsch says that the name formerly given to this print 
was The Statue of Pygmalion. M. Charles Blanc has some 
interesting notes upon it which may be consulted with advan- 
tage. [Bibl. VIII. ii. pp. 13-15.] 



285. The Spanish Gipsy. {La petiu Bohhnienne 

espagnole.) 

An old woman, rather to the left, wearing a hood and 
large cloak, and supporting herself by a stick, is accompanied 
by a younger woman seen full face with pleasing features, 
also wearing a hood. To the right and left are the trunks of 
trees, and to the left what appears to be a little dog seated on 
a wall. Date assumed, 1647. 

Dimensions: 5,2—4,5 (-ija— -iis). 

[Coll : BM. C. O. P. A. H.] 

Copy, Same d. This might easily be taken for a somewhat 
worn impression from the original plate ; when cleverly touched 
upon with rich coloured ink, as I have seen it, it is very decep- 
tive ; among other differences may be noted the shading in the 
left foreground. See ^late IX. fig. 46. 

Copy in rev. ; by Vivares. 

Copy. Same d. BibL IX. 

The subject is from a tragedy printed at Amsterdam, and 
founded on a Spanish tale, The Preciosa of Cervantes. I have 
been entirely unable to find the book in which this print 
appears. M. Charles Blanc tells us that each act is illustrated 
by an engraving, though only the above described was by 
Rembrandt. [Bibl. VIII. ii. p. 274, etc.] 
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Medea ; or the Marriage of Jason and Creusa. 

{La MieUe^ ou le mariage de Jason it de Cr/use) 

The scene is laid in a temple the arched roof of which is 
supported by columns. From side to side a curtain-rod is 
stretched, supported in the middle by a cord ; the curtain is 
drawn to each side and discloses the interior of the temple, 
which is crowded with spectators. On the right, between 
two columns, appears the statue of Juno, placed in a sitting 
position beneath a canopy and accompanied by a peacock ; 
before the statue is an altar with smoke rising from it, and a 
priest is standing by. Jason and Creusa are discovered 
kneeling before the altar. In a gallery beyond is a party of 
musicians. The ascent to the body of the temple is by a 
double flight of steps, towards which, on the right, Medea is 
seen approaching, holding a handkerchief to her face as if 
weeping, her train is supported by a page. In a clear space 
below the subject are engraved (though not until the 4./A 
State) four Dutch verses beginning Creus en Jason^ etc. ; and 
on the right, Rembrandt f. 1648. 

Dimensions: 9,5 — 7,0 (-241 — '178). 

States : 1st, The head of the statue of Juno is covered with a 
calotte ; the border of the dress of Medea does not come so 
near the lower line which borders the print as does the dress of 
the page who bears her train ; Medea's dress is rather more than 
•i^inch ('Oil) from the lower line of the subject; the foot of the 
page is not seen. IIBbU IX. fig. 47. [Coll : BM. C. O. P. A.] 

2nd, The dress of Medea is lengthened, it comes as low as 
the foot of the page, which is now introduced. Medea's dress 
comes to within ^ inch (*oo8) of the lower line of the subject 
[Coll: C] 

^rd. On the head of the statue of Juno is a crown. [Coll: 
BM. A. H.] 

4M. The verses with the name and date are added [Coll : 
BM. P. A.] 

^th. The plate is reduced ; the clear space below, and with it 
the verses and name and date, are cut away. [Coll : BM. C. 
P. A.] 

Copy. Same d. of ^d State, 10,4 — 7,0 ("264 — -178). The 
clear space below is 1,2 ('031) deep, in the upper right ]s W M 
1834, the initials of William Morley : it is a clever copy. 

Copy rev. Has totally &iled in the foreground ; Uiere is a 
blotch on the wall above the bannister, as if the copper had 
broken down in the press. No. 5, Nopelli. 

Copy of \st State, Same d. Bibl. IX. 
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The print was etched as an illustration for a tragedy com- 
posed by Jan Six and entitled Medea, Treurspel, Amsterdam^ 
bij Abraham de Wees en J^uob Lescaille op de Middeldam in*t 
jaeTf 1648. 

In the splendid Collection at Amsterdam the volume in 
which it appears is preserved ; there is also an impression of 
the 4M State upon a large sheet of paper folded together, 
ready to appear as an illustration. A similar impression is 
also in the Collection of Mons. Dutuit, on which, in the lower 
left, is written H, Six; in the same Collection is also a superb 
impression of the ist State on India, at the back of which is 
written in faded brown ink d, medea siXy and in pencil, though 
in a more recent hand, * selected by Rembrandt for the Burgo- 
master Six* It should be remembered that at the time when 
Six printed his tragedy, that is in 1648, he was not Burgo- 
master. He was then only thirty years of age, and did not 
attain his honours until the year 1691, long after Rembrandt's 
death. [Bibl. XXXVII. p. 269.] 

The verses which appear at the foot of the 4th State may 
be thus rendered : — 

Creus and Jason promise here to be faithful to each other ; 
Medea, Jason's wife, shamefully rejected, is excited by bitter 
anger — vengeance impels her acts, Alas infidelity, how dearly 
thou art purchased. 

J 287. Three Beggars at the Door of a House. 

i^Mendiants d la parte dune maison.) 

The beggars are standing at the door of a house, at the 
left of the print, asking alms of an elderly man who leans 
over the door hatch and is giving them money ; this man has 
a long beard, wears a high cap, and has his right hand in a 
sling ; the beggar furthest away is an old man in a broad- 
brimmed hat ; the middle one, who receives the money, is a 
young woman with a child at her back, she has a stick in her 
left hand and a basket on her arm ; the third is a boy seen 
from behind wearing a large hat. In the lower right comer 
is Rembrandt f 1648. 

Dimensions: 6,5 — 5,1 ('166 — '130). 

States: ist. The shadow of the beggar woman falls upon the 
ground to the left and is seen upon the lower part of the door j 
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there are projections sideways in this shadow ; that on the 
ground is made by her hand, the one above falls upon the door 
hatch, and a white unshaded space is seen above, a larger un- 
shaded space below this projected shadow. In the \st State 
the fine right-to-left diagonals which border the upper white 
space are neither very regular in length nor very close together, 
but they are sharply and clearly etched. ^\vXt X. fig. 48. 
[Coll : BM. C. P. A. H.] 

2nd, This 'border* of the upper white space is edged by 
numerous very regular and very close lines and interlines ; the 
whole shading on the door hatch is similarly worked upon ; fine 
interlines are also seen in the shading in the spring of the arch 
above the door. There is an old impression of this State at 
Cambridge printed in red ink. [Coll: BM. C. P. A. H.] 

The plate has been still fiurther and very coarsely reworked ; 
impressions are frequently met with, but it is not necessary to 
describe them. Some of these are skilfully tinted with a fine 
brush; 

Bartsch, and after him Wilson, describe an impression before 
the name and date, I have seen three such impressions \ one of 
these is at Cambridge and is a 2nd State^ as described above ; it 
is evident that a piece of thin paper has been placed upon the 
plate, concealing the signature, etc., before the impression was 
taken; another, also a 2ndState^ is at Amsterdam, and has been 
similarly treated; the third, an inferior impression of the 2nd 
State^ is in private hands. M. Charles Blanc says he has seen 
several impressions of this pretended \st State^ and tells us that 
the originsd copper came into the possession of Basan, and from 
him passed into the hands of the Widow Jean. 

My conclusion is that the variations which constitute the 2nd 
State were made shortly after Rembrandt's own time, and that 
when the plate came into the ingenious old woman's hands, it 
occurred to her to manu&cture a ist State before the name^ etc,^ 
and that a few impressions were drawn off, and that the plate, 
now somewhat worn, was carefully retouched and prints taken 
with the name and date. 

Copy, Same d. The shadow on the door post, under the 
sling in which the man's right hand is suspended, is about ^ 
inch from the sling, and is parallel to it ; in the original this 
shadow shows a row of verticals rising above the right-to-left 
diagonals ; in the copy the diagonals are continued to the height 
of tibe verticals. 

Copy rev. The shadow of the woman's stick is in the same 
line with the stick ; on an impression of this copy at Amsterdam 
is written, in very faded ink, Maria Boortens fecit ^ 1658. 

Copy rev. A deep scratch and a mark of corrosion pass firom 
the face of the man within the door diagonally towards the left 
hand corner, over the hand of the woman and the hat of the 
boy. 

T 
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Cafy rev. Regular cross-work shades the boy's satchel just 
below the bottle at his waist No, 7, Navellu 
Copy. Same d BibL IX. 



288. A Jew's Synagogue. {La Synagogue) 

Two old Jews stand in the foreground to the left, at the 
entrance to the Synagogue, in earnest conversation ; the one 
facing the spectator rests his left hand on a stick, and holds 
his right upon his breast ; his face and attitude are expressive 
of attention. Further away, in the middle of the piece, is 
seated a Jew, seen from behind ; to the right two men are 
comiiig out, and behind them others are walking and con- 
versing. Upon the stonework above the left shoulder of the 
Jew with the stick is Rembrandt f. and below it 1648. 

Dimensions: 2,8 — 5,1 ('071 — '130). 

States: 1st As described. In Serrati's Catalogue (Lot 322) 
an impression is described, ' before it was finished with the dry 
point, not mentioned in this State by Daulby or Baitsch ; very 
curious.' This no doubt was an impression of the 1st State^ 
which is excessively rare, and was evidently unknown to Bartsch. 
[Coll : BM. P.] 

2nd, The forepart of the foot of the Jew to the left is shaded 
(it was white) ; his gown, below the knee and along the lower 
border, is worked over ; the shading upon the ground between 
the bottom step and the right foot of the Jew coming out of the 
synagogue is covered with downward lines bearing from left to 
nght, parallel with the step. [Coll: BM. C. P. A. H.] 

yd. The print has been coarsely reworked ; the cloak of the 
Jew (to the left) is partly made clean again with the burnisher \ 
and though it may be only by a printing effect, the face of the 
Jew in the distance, which was in profile, is now partly turned, so 
that both his eyes are seen. j^Coll : C] 

Copy rev. The downward Imes at the bottom of the step are 
wanting. By Novelli. 

Copy, Same d. upon wood. BibL IX. 

Early and good impressions of this plate are very rare ; 
later ones are frequently found which are tinted or touched 
on with ink. 



289. The Bull. {Le Taureau) 

A bull, .standing towards the right, is tied by the horns 
with a long rope, which is fastened to a stake on the left. 
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above which is a wooden stile ; the large trunk of a tree rises 
on this side» and in the right distance is a cottage. In the 
lower right corner is Rembrandt / 164, the last figure lost 
in the line at the edge of the plate. Date assumed^ 1649. 

Dimensions: 3,0 — 4,1 ("076 — '105). 
[Coll:BM. A.] 

Only two impressions are known. This little print is very 
justly praised l^ M. Charles Blanc, who gives an admirable 
copy etched by Flameng [Bibl. IX.]. 



290. The Shell or Damier. (La Coquille.) 

A representation of a very beautiful conical shell. The 
broad end is towards the left, the pointed end to the right. 
The background is entirely white, except for the shadow cast 
by the shelL Below, to the left, is Rembrandt f. 1650. 

Dimensions: 3,8—5,2 ('097 — -133). 

States: 1st. As described. [Coll : BM. P. A.] 

2nd, The background is shaded, leaving only a clear space of 
■f^ inch (*oi2) below, in which are the name and date. The 
effect is so much weakened by this shading, that it may be 
doubted whether it was not done by another hand. [Coll: BM. 
C. O. P. A. H.] 

Copy rev. On a larger plate ; by Sir A. Hume. 

Copy rev. The shell is ^ in. deeper and longer ; by George 
Bickham. 



\ 



291. Doctor Faustus. {Le Docteur Faustus,) 

He is represented standing in his laboratory on the left 
side of the print. He wears a white cap and academical gown. 
Hiswriting-<lesk lies beforehim upon atable, on which hisclosed 
right hand is resting, while the other is placed upon the left 
arm of the chair, from which he has just risen, attracted by 
the sudden appearance of a luminous magic circle in the centre 
of a casement to the right He is apparently watching the 
movement of a shadowy hand which points to a reflection of 
this circle in a mirror held by another hand below. Lower 
down, on the right, a pile of books lies upon the table, and 
below, in the right corner, is the upper half of a globe. 
In the left background are a shelf of books, an hour-glass, 

T 2 
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a skull, etc, while many sheets of paper fastened together 

hang by the upper part of the casement. Date assume^* 

1651. 

2?/»/^w/lwir.' 8,3 — 6,3 ('nii — 'idi). 

States : xst. An upright book is seen to the right, partly cut 
through by the plate-edge. It is shaded b^ regular diagonals 
from right to left, not very close, nor running into each other. 
[Coll : BM. C. O. P. A.] 

2nd. Additional very fine and close lines and interlines shade 
the book in the same direction as the lines in the ist State, 
These close lines frequently touch. Patches of similar lines 
strengthen the shadow on the shoulder, compensating to some 
extent for the removal of the burr. [Coll : BM. C. P. A. H.] 

^rd. The book is still further shaded at the top and a litde 
way down the side by harsh diagonals right to left, and down 
the middle of the book is a series of regular horizontals. See 
|)iat£ X. fig. 49- [CoU : C] 

Copy, Same d. Fine horizontal interlines deepen the shading 
behind the shoulder to the left ; equally fine downward work 
shades the book. At the lower part of the plate, nearly in the 
middle among the shading, is Bickhatn d,fec, 161. 

Copy, Same d. of ist State, Bibl. IX. 



292. The Bathers. {Les Baigneurs) 

A piece of water is represented, beyond which is a wood ; 
in the middle of the print a man, who has been bathing, is 
coming out of the water ; a naked man sits on the bank on 
his left with his hands and knees raised to his chin. In the 
right distance another bather is seen up to his knees in the 
water, and another is standing within the wood to the left. 
At the lower left is Rembrandt f. 165 1 (the third figure has 
been a 3, but is corrected in dry point to a 5). 

Dimensions: 4,3 — 5,4 (-iio — '138). 

States: 1st. As described. [Coll : BM. C. O. P. A. H.] 
2nd. Corrosions of acid are seen. An accidental spot is just 
above the foliage in the centre. [Coll : BM. C. P. H.] 

It would hardly be worth while making a State depend on the 
accidental presence or absence of a corroded spot, but when this 
spot reveals the probability of the plate having been laid aside, 
perhaps for years, it becomes important to record it 
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^ 298. The Star of the Kings. (VEtoile des Rois) 

• This is a night scene. Towards the right a lantern in the 
form of a star is carried by a boy surrounded by persons in 
fanciful dresses, one of whom wears a high cap ; houses with 
lights in the windows are perceived on the left, and in the 
distance a second star, similar to the first, is seen. The 
name of Rembrandt is engraved amidst the dark shading in 
the lower right, but it is so covered by work that it can only 
be discovered in worn impressions. The date, if it Exists at 
all upon the plate, cannot be deciphered. Date assumed, 1652. 

Dimensions: 3.7— 5>7 ('094— ■I4S)' 
[CoU : BM. C. O. P. A. H.] 

Gersaint relates that in his time it was still customary in 
Holland, on the Feast of the Nativity, for parties to parade 
the streets, carrying a lantern in the form of a star fixed upon 
a pole. They dressed in ridiculous imitations of royalty, 
attended with suitable music, and went from house to house 
to obtain money from the inhabitants. 

The subject, differently treated, appears in a spirited 
painting by Jacob de Vos, jun., on panel 2 feet by 2 feet 
6 inches. The star, resembling those in Rembrandt's print, 
is carried by a tipsy fellow in a fantastic dress, who, with 
three others in masquerade, is asking for money at the door 
of a house : this picture was to be seen in the Historical 
Exhibition at Amsterdam in the summer of 1876. There is 
an engraving of the same subject by Van der V^lde. 

Good impressions are rare, they are very dark and show 
much burr. 



294. The Sport of Kolef or Golf. {Le jeu du 

kolef.) 

The player is lightly etched upon the left ; he holds a 
golf stick, with which he is striking a ball ; on a bench to the 
right sits a man in a high crowned hat, resting his left elbow 
on a table, and his right leg along the bench. On the ground 
to the left is Rembrandt f, 1654. 

Dimensions: 3,8 — 5,6 ('097 — '143). 

States : 1st. The shading along the top of the print has failed 
in several places. [Coll : BM. C. O. P. A.] 
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2nd. The white spaces where the cross-work was interrupted 
are worked over. [Coll : BM. C. P. A. H.] 

This print has been reproduced as a smaller plate by the 
Heliogravure process. BibL IX. 



295. The Goldsmith. {Le petit Orfivre.) 

Crossing the front of the piece is a low table, upon which 
is placed an anvil ; the goldsmith stands behind the table» 
and with his left hand he steadies a group representing 
Charity, placed upon the anvil, while with his right he uses a 
hammer ; behind him, to the left, is a little lighted forge, and 
below his right hand are some tools. Upon the shaded front 
of the table, towards the left, is Remdrandt, ^i6ss. 

Dimmsums: 3,0 — 2,2 (-076 — '056). 
[CoU : BM. C O. R A. H.] 

Early impressions have much burr, and are on India 
paper; the best have a black spot about half^-way up, touch* 
ing the right edge of the plate ; one of these is at Paris, 
another is in the Collection at Cambridge. 



286. An Allegorical Piece. {Le tombeau alUgorique.) 

In this print is represented a broad pedestal, having a 
step in front and a grotesque mask at each comer ; above 
the pedestal is an altar on which is an armorial shield sur- 
mounted by a coronet. Upon the altar the leg and claw of 
a hydra are perceived, the rest of the creature is enveloped 
in smoke. Two angels appear on either side holding between 
them two bunches of com which are fastened in the middle, 
where stands a stork, the emblem of Holland, erect with 
wings displayed. The stork is surrounded by a luminous 
glory, the rays from which fall right and left upon the spec- 
tators, whose heads only are seen at the bottom of the print. 
Below, in front, is the figure of a man thrown down upon his 
back, and admirably foreshortened, whose head touches the 
plate-edge, while his l^s rest upon the step of the pedestal. 
In the right background are trees, in the left some large 
buildings. Low down to the right, crossed by a broad line, is 
Rembrandt f. 1658. 
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Dimensions: 7,1 — 7,2 ('iSi — '183). 
[Coll : BM. C. O. P. A. H.l 

Bartsch has read the date 1650 ; Wilson and M. Charles 
Blanc have read it 1648. After very careful examination 
of every impression I have met with, I have no doubt the 
correct reading is 1658. This is very clearly seen in the im- 
pressions at Amsterdam and at Cambridge, and coincides 
with the year in which, if undated, I should have placed it 

The piece has been aissumed to be an allegorical repre- 
sentation of an event which took place about 80 years before ; 
viz. the Demolition at Antwerp of the Statue of the Duke of 
Alva ; see a long note by Wilson [Bibl. VII. pp. 102-3]. In 
this he is followed by M. Charles Blanc [Bibl. VIII. vol. i. 
p. 81]. The suggestion is not an improbable one, but it is 
quite as possible that it referred to a more recent event, a 
brilliant victory gained in the very year in which it was 
executed. A battle was fought at Dunes in 1658 by the 
troops under Marshal Turenne, in which the Spaniards were 
defeated with a loss of 1,200 slain, and 2,000 prisoners. The 
illustration may have been intended for a book plate, but it 
is not known to have been so used. The finest impressions 
are on India paper, and are full of burr. 



297. A Woman with her Feet in the Water. 

(Femme nue, les pieds dans feau.) 

She is sitting upon a bank turned to the left, with her 
feet in the water. She places her hands upon some linen 
which lies on a pillow near her, her head is inclined and in 
profile; she wears a cap; the background is rocky with 
foliage ; behind her appears the upper part of a rustic chair. 
In the left corner at the top is indistinctly seen Rembrandt f. 
1658. 

Dimensions: 6,3 — 3,2 (-161 — •081). 

[Coll: BM. C. 9. P. A. H.] 

In early impressions the margin is rough and soiled, the best 
are on India paper. 

Copy. Same d. BibL IX. 
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208. A Woman preparing to dress after bathing. 

{Femme au dain,) 

She 13 unclothed, seated, and seen in front, but her head, 
which inclines downwards and to the right, is in profile. On 
her head is a close-fitting cap ; her right hand, in which she 
holds some portion of her dress, rests upon her thigh, her 
left is extended to a chair which stands beside her, and on 
which lies a hat with a high crown. On the left side at the 
top in a panel is Rembrandt f, 1658. 

Dimenisons: 6,3 — 5,1 ('161 — '130). 

States : 1st, The cap worn at the back of her head extends at 
least ^fs inch ('013) behind her hair. [Coll : BM. C. P. A.] 

2nd, The cap is fiat, and fits close to the back of her head. 
lUle X. fig. so. [CoU : BM. C. P. A, H.] 

The same low cap as that seen in the 2nd State appears 
on the Head of a Wontan, a Study; among the Rembrandt 
drawings in the British Museum. 



288. A Woman seated before a Dutch Stove. 

(La femmedevant lefoile) 

She is seated in a chair on the left and turned towards 
the right, and is unclothed to the waist ; her right hand rests 
upon some linen which apparently she has just taken off, and 
which lies on a stool below her hand ; her left foot is bare 
and rests across her slipper ; to the right of the print is a 
large Dutch stove, ornamented with little pillars at the 
comers, with figures in ovals, etc. ; in the square pipe or 
chimney which rises from the top of the stove is a key, but 
this does not appear until the ^h State, Upon the upper 
horizontal part of the stove-pipe is Rembrandt f, 1658. 

Dimensions : 9,0 — 7,4 ( '228 — •! 88). 

States: ist. The shading of the woman's right side firom the 
arm to the waist consists of a series of diagonals from left to 
right, only crossed by others just under the arm and again a 
little below the left breast, piatt X. fig. 51. A niche in the 
wall behind has only its right outline defined. There is an im- 
pression at Amsterdam which has been tinted below the right 
breast, a suggestion for the additional work which marks the 
next State. [Coll : BM. C. A.] 

2tid, The woman's right side from the arm to the waist is 
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entirely covered with a second diagonal line from left to right 
crossing the first : diagonals right to left shade the left side of 
the stove pipe. [Coll : BM. C. P.l 

^rd. A diagonal from right to left deepens the shadow on the 
fourth finger of the right hand ; the right foot is covered by a 
cross line in the direction of its length ; the background shows 
the form of the niche. [Coll : BM. C. P. A.] 

4/A. The key is introduced. [Coll : P.] 

5M. The upper front part of the woman's petticoat is covered 
with cross- work. [Coll : C. A.] 

6th. The woman no longer wears a cap, she appears with hei: 
hair tied at the back of her head in a knot [Coll : BM. C. P. 

A. a] 

Copy rev. The petticoat is shaded to the top, but the key is 
not introduced. This copy has no name, but I believe it to be 
by Cumano. 

It would be difficult to say where Rembrandt's work ends 
upon this plate. The variations are not so evidently by 
another hand as in most of the later States of his prints. 



\ 
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SOO. A Negress lying on a Couch. {La Nigresse 

coucfUe.) 

She is lying on a bed, her head towards the right ; her 
knees are bent, the right leg is drawn up so much that the 
foot lies under the calf of the left leg ; the background is 
darkly shaded, and the figure itself has so much shadow that 
I have restored the name first given by Bartsch of The Negress. 
In the lower left is Remdrandt,^6sS. 

Dimensions: 3,1 — 6,2 ('079 — '158). f 7 

States: 1st The work does not in many places reach the top of 
the plate. The drapery on which the figure is laid is unshaded 
along the right, except by single lines. I have only seen one 
impression of this State. [Coll : P.] 

2nd. Cross lines shade part of the drapery to the right, the 
plate has been partially reworked. [Coll : BM. C. P. a!j 

yd. The work is continued to the top of the plate. [Coll : 
BM. C P. A. H.J 

The beauty of an impression of this print depends more 
on the successful printing than on the State in which it 
appears. I know impressions of the 3r^/, as for instance one 
in the Collection of J. Webster, Esq., very much finer than 
are some impressions of the 2nd. There are a few dry-point 
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lines upon the hip, which, when they print badly, mar an 
otherwise fine impression. A drawing exists which is attri- 
buted to Rembrandt ; it is in the same direction, but is evi- 
dently a more recent work. 



801. Antiope and Jupiter. {Antiope et Jupiter:) 

She is lying on her right side asleep, her head is placed 
high on the pillows to the left, her arms are thrown over her 
head and meet together ; the figure of a Satyr stands beyond, 
a curtain hangs in a festoon near his head. Below the 
woman's right knee, upon the bed clothes, is Rembrandt f, 
and lower down, 1659. 

Dimensions: 5,5 — 8,1 ('140 — '205). 

States: ist. As described. [Coll: BM. C. O. P. A. H.] 
2nd. In the upper right is mscribed yupijn als hij onsluit. 
The impression of this State shows that the plate had been al- 
most entirely reworked. I have found impressions before the 
inscription so poor and worn that I have no doubt this retouch 
and the addition of the inscription were effected after the plate 
had left Rembrandt's hands. I have not met with this State in 
any of the large collections. 

Among the engravings of Annibal Caracci is a Jupiter 
and Antiope (Bartsch, voL xviii. No. 17), signed and dated 
A. C. 1 592. Though the above is not copied from this print, 
it is evident that Rembrandt had seen and was influenced by 
the composition. 

802. The Woman with an Arrow. {La Femme it la 

flicke.) 

She is unclothed, seen from behind and seated on a bed ; 

her legs are crossed and her left foot is raised so as to show 

the sole ; her left hand rests upon the bed, and in her right 

she holds an arrow upright a little way from the barb ; she 

has a bracelet on her wrist, and on her head is a close netted 

cap ; a curtain is drawn up in festoons on either side ; her 

1 1 dress lies on the bed beside her, a sleeve hanging down and 

x(^'\ resting on the ground. At the bottom to the left is /?^»«- 

jJ[J^ ^ i brndtf. 1661, the a, is omitted and the d reversed. 

-jT Dimensions: 8,0 — 4,9 ('203 — 'i^s). 
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States:, ist The name is hardly perceptible, some small white 
spaces appear in the shading of the foreground above and to the 
right of the date ; the shading within a triangular space between 
the heels is covered with cross-work, but to Sie left of this, with 
the exception of a very few hatchings, the shading consists only 
of close lines from right to left. It is a trial proof and not weU 
printe^. [Coll : BM,] 

2nd. The space just spoken of is covered with harshly exe- 
cuted cross-work from left to right [Coll : BM. C. A. H.] 

^nL The name and date are strengthened, and the little white 
spaces which appeared near to it are worked over. [Coll : BM. 
C P. A.] . 

This was, so far as we know, the last etching that Rem- 
brandt executed. It is a print of singular beauty, though so 
much depends upon the burr that it is rarely found in its 
finest State ; that which we call the ist is a trial proof only, 
and does not show to advantage. What may possibly be a 
design for this etching is preserved in the British Museum ; it 
is in bistre, in rev., and measures 11,7 — 7,2 (-297 — '183); 
the attitude is much the same ; the woman is seated on a 
chair, and the bed, with one curtain withdrawn, is to the left. 
This drawing has considerable merit, and may be authentic, 
but it is more like the work of a pupil, who has either filled in 
Rembrandt's sketch, or has used it for his copy. 
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FOURTH CLASS. 

LANDSCAPES. 
Numbers 303 to 329. 

808. A Large Tree and a House ; an early Morn- , 

ING Effect. {Le grand arbre d c6U de la maison.) 

To the left is a house with an open casement through 
which appears the upper part of a little figure ; a large tre^ 
stands by the side of the house, with a few trees more to the 
right ; across the foreground is a lake edged with water weeds» 
and hilly ground rises beyond. In the middle, just above the 
plate-edge, is R. Date assumed^ 1640. 

Dimensions: 1,5 — 3,2 (•038 — •081). 
[Coll : BM. C. O. P. A. H.] 

This very beautiful little piece is not much known, and 
when met with is too often carelessly passed by. A very 
fine impression from the Collection of M. Eugene Dutuit, of 
Rouen, in which the R did not appear, was in the Rembrandt 
Exhibition of 1877 ; the plate-edges were soiled ; every line 
in the etching was bright and clear, but a little discoloration 
over the exact spot where the initial should have been 
showed that the letter had not been printed. The scene re- 
presents very early morning; the clearness of the eastern 
light preceding the sunrise, the treatment of the clouds, and 
the grey uniformity of tone over the whole print are sin- 
gularly effective, 

804. A View OF Amsterdam. {Vue d' Amsterdam) 

The city of Amsterdam with its towers and churches is 
seen in the distance ; we remark, about the middle of the 
print, a large double-roofed building, with a windmill to the 
right, and a spire to the left ; further still to the left is the 
river Amstel, with its wharves and shipping ; the foreground 
is low and marshy. Date assumed^ 1640, 

Dimemiofts : 4,4 — 6,0 ('114 — '154). 



\J 806. Rembrandt's Mill. {LemouUn.) 

The mill is placed to the left of the print ; a wooden stage 
or platform surrounds it, and resting on the right side of this 
stage are seen the framework and windlass for turning the 
cupola and sails to the wind ; there are two doors to the mill 
above the stage, approached by ladders ; a man with a sack 
on his back is about to ascend that to the right. The miller's 
house is placed to the right of the mill, and is of a square form ; 
it is covered with tiles, as are also the sides of the upper storey, 
which is lighted by two little dormer windows ; beyond to 
the left another house is seen. In the lower right comer is 
Rembrandt f. 1641. 
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[Coll : BM. C. O. P. A. H.] 

This beautiful landscape has unfortunately attracted the atten- 
tion of copyists, who have spared no pains to execute deceptive 
imitations, and who have too well succeeded ; more than once I 
have met with these copies in the hands of collectors who have 
believed that they possessed the original ; the subject is one which 
a skilful engraver, assisted by photography, can reproduce even r- , 
to the minutest line. Such are those imitations taken by the 
Heliogravure process of A^and Durand, which may he dis- 
tinguished rather hy the modern paper and the position or 
absence of plate mark than by any especial variation. Of older 
copies there are two which are not quite so deceptive ; their 
. position upon the plate will assist the student in recognising 
them. 

Copy, Same d. There are many small variations difficult to 
describe, and which could only be recorded by a careful tracing. 
It will be sufficient for the purpose of distinction to remark that 
in the copy the subject is placed lower down on the plate 
than it is in the original ; the deep strokes which cross the fore- 
ground are in the copy almost touching the plate-line. A trifling 
variation distinguishes this from the next copy described ; the 
largest of the little windmills upon the right leans to that side, 
and a fourth mill, rising above a bit of unshaded foliage, nearer 
to the right edge of the plate than the other mills, is wanting. 
Though not named, this copy is by the late Lucy Brightwell, of 
Norwich, and was executed about 1844. 

Copy. Same d. Like the last the whole subject is placed 
lower down in the plate ; the work, especially at the right, being 
carried almost to the plate-line. It is a clever and a deceptive 
imitation of the original, though it ought not to deceive the con- 
noisseur. It bears no signature or date, but was the work of 
James Bretherton.' 

Copy, Same d. BibL IX. 
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Dimensions: 5,7 — 8,a ('145 — '208). 

rColl : BM. P. A. H. C. O.] 

There is an impression in the British Museum in which a 
chimney is introduced about -^ in. ('013) high, rising from the 
roof of the house to the right of the mill ; it is an early im- 
pression, and as the lines formed by the cracks in the varnish 
remain, and pass through the chimney, and are still seen in lattf 
and less brilliant impressions^ I am at a loss to explain the 
introduction of this chimney and the manner of its subsequent 
removal, since there is no trace of its having been burnished out 
If added with a pen it has been very skilfully done. 
Copy. Same d. It measures 7,1 — 8,4 (*i8i — '213). 
The subject is placed rather more than 1^ in. (*oo6) above the 
plate-line instead of close upon it, and it nowhere reaches the left 
edge of the plate, Thecopy is in twoStates: in the ix/ large patches 
of white are seen above the little windows in the upper part of the 
mill to the left ; in the znd^ among the variations, is the following: 
there is in the original a light diagonal, left to right, on the fore- 
ground above the name of Rembrandt ; within this shading is a 
zigzag about ^ in. (*oio) above the ^ in a left-to-right direction; 
in the copy this zigzag forms two distinct letters N. Ni This 
copy is by Lucy Brightwell. IMtxu XI. fig. 52. 

In 1844 Maberly [Bibl. XXX.] wrote thus of this copy : * Great 
interest and well-merited admiration has been recently excited by 
an etching executed by a lady amateur, but not published. It is 
highly creditable to her taste and talent, being so excellent a 
copy of Rembrandt's Mil/ that none but skilful judges are able 
to distinguish it from the original' A ' skilful judge ' ought to 
distinguish it at a glance, even from an inferior impression of the 
original ; but it is within my knowledge that amateurs have been 
sometimes deceived ; the entire absence of the cracks in the 
varnish which distinguish every impression of the original plate 
should have been sufficient to arouse suspicion. 

G?/y, Same d. Very harsh and coarse ; the last figure of the 
date is cut off by the plate-edge, the water mark is a circle with a 
dog in the centre, and IV. W, below it. It is by Richard Byron. 

Cofy rev. Very poor ; by Vivares. 

Copy. Same d. Bibl. IX. 

Impressions of this print are not unfrequently met with ; 
the finest I have seen was contributed by F. Seymour Haden, 
Esq., to the Rembrandt Exhibition in 1877. A study in 
brown ink, described as .for this etching, appeared in the 
Andreossy sale in 1864. 

The original mill from which the print was taken, once 
erroneously supposed to be the birthplace of Rembrandt, is 
said to have stood at Carwijk op der Rijn. 
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806. A Large Landscape with a Dutch Hay Barn. 

{La chaumiire et la grange d foin) 

In the centre of the piece is a dilapidated cottage with a 

few low trees growing by it to the left ; further on, at the end 

of the building, is a Dutch hay bam with a waggon standing 

within it ; in front of the cottage is a little wooden platform 

projecting over a piece of water; two children are playing on 

this platform ; to the right a woman, followed by a dog, is 

crossing a bridge of planks ; on the same side, in the distance, 

the chimneys and gables of a large house rise above the trees, 

before which runs a river communicating with the water that 

partly surrounds the cottage ; in the left distance is a large 

town. In the lower right comer is Rembrandt f. and below 

it, 1641. 

Dimensions: 5,1 — 12,7 ('130 — •322). 

[Coll : BM. P. A. H. C O.] 

Copy. Same d. The variations are minute and not easy to 
describe ; among others we may remark in the original some 
very fine descending strokes left-to-right, covering the foliage 
directly above the latter part of Rembrandt's name, which are 
not seen in the copy ; again, the diagonals, left-to-right, which 
shade the small patch of water to the left of the nsune, and 
below the water-weeds, are, in the original, fine and somewhat 
close, while a few harsh strokes only are seen in the copy. I 
believe this is a very old copy, possibly taken in the master's 
own time, but I do not know by whom. Placed side by side 
with the original, it ought not to be deceptive; it could, under no 
circumstances, be passed off for an early impression, but it is a 
very clever imitation of an ordinary one, and both this copy and 
the next described have been shown to me as originals. 

Copy, Same d. Upon the small distant buildings to the left, 
about ^ inch ('020) from the edge of the plate, is a short curved 
slipped stroke, passing from a roof downwards into the field 
below, its ends are towards the left ; the pole of the hay bam, 
to the right, has an unfinished outline. 

This copy is by Lucy Brightwell, of Norwich. For another 
variation see ^Hnsr XI. fig. 53. 

Copy, Same d. Much less deceptive ; the work upon the 
foliage on the left of the cottage has a spotty appearance, and there 
are many variations in detail; I have given one, see |)in r XI. 

fig* 53- Just above a little wheel there is a bit of sloping 
ground, shaded firom right to left, and in the original partly 
covered with regular horizontals ; in the copy we see only one 
or two irregular strokes. This is by James Brethertoa 
Copy. Same d BibL IX. 
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In the catalogue of the Howard sale (2nd portion, lot 48) 
a very beautiful drawing of part of this print is thus described : 
'Landscape study for the right-hand portion of the well- 
known composition entitled *• A lai^e Landscape with a Cot- 
tage and Dutch Hay Barn," giving nearly the whole of the 
latter building and the church in the distance surrounded by 
trees, but larger than the etching, boldly drawn with a reed 
pen and bistre/ 

This drawing, measuring 6,1 — 10,5 (•156 — '266), is in the 
same direction as the print (studies for the etchings, it will be 
remarked, are generally in reverse) ; the handling is very fine 
and spirited, but I hesitate to accept it as an authentic work. 

A drawing, described as a study for the print, appeared at 
the sale of the Andreossy Collection, 1 864. This I have not seen. 

The print, though not uncommon, is seldom seen in its 
highest excellence. Two superb impressions from the Col- 
lections of Mr. Brodhurst and Mr. Fisher appeared in the 
Rembrandt Exhibition of 1877. So much of the beauty of 
this print depends upon the depth and quality of the shadows 
on the cottage and foliage, and the softened and graduated 
tones of the middle and extreme distances, that in later im- 
pressions we frequently meet with the evidences of an attempt 
to restore these shadows and these tones ; the rework is often 
skilfully executed, and will deceive the amateur if he is not 
upon his guard. 

^ 807. A Large Landscape with a Mill-sail. (La 

chaumi^re au grand arbre,) 

To the left are two large trees, one of them cut through 
by the left edge of the plate, and both by the upper edge, at 
about half their proper height ; behind the tree with spread- 
ing branches, is a large thatched cottage, above the roof of 
which rises the sail of a windmill ; at the open cottage door 
stands a boy with a younger child stooping down before him ; 
a wooden platform projects into a sluggish stream, which 
passes across the print and disappears in the right distance, 
where a village is seen with church tower and windmill ; in 
the lower right the bank is covered with waterweeds, and near 
to where a duck is pluming itself is Retnbrandt f. 1641. 

Dimensions : 5,0 — 12,7 ('128 — '322). 
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[CoU : BM. P. A. H. C. 0.1 

Copy. Same d. The shading upon the trunk of the tree 
consists aknost entirely of strong curved lines, showing the 
roundness of the trunk ; the mill-sail is expressed by feeble un- 
certain lines. It is by Cumano, and is not deceptive. 

Copy rev. on a smaller plate. In the right-hand lower comer 
is R. By, fecit (Richard Byron).* 

Copy. Same d. Bibl. IX. 



808, A Cottage with White Pales. {La chaumihe 

eniourie de planches.) 

In the middle of the print is a cottage standing by the 
side of a road, and rising above each end is a tree ; the side 
of the cottage is concealed by high white palq3, which give 
the name to the piece ; a fence of a few planks laid horizon- 
tally is seen, to the left, projecting into a sheet of water 
which extends along that side and over part of the fore- 
ground ; on this water two ducks are swimming ; upon the 
road is a waggon without horses, and beyond the road a bank 
or dyke, which is continued behind the cottage, gradually 
disappearing to the left ; two dogs are on the dyke, to the 
right Low down, a little to the left, is Rembrandt f. and 
below the name, almost upon the plate-edge, and scarcely 
legible, is, in the 2nd State, 1642. 

Dimensions: 5,1 — 6^^ ('130 — *i6i). 

States: 1st The continuation of the dyke, to the left of the 
cottage, is shaded only by a few widely separated strokes from 
right to left ; the name of Rembrandt appears, but not the date. 
[Coll: BM. O. A] 

2nd. The continuation of the dyke is shaded by close strokes 
from right to left in dry point, and some very delicate lines in an 
opposite direction are seen on the foliage below this dyke and 
on the water beneath. The date is added, but apparently by 
another hand. [Coll : BM. C. O. P. A. H.] 

Copy. Same d. Very indifferently executed, the herbage in 
the foreground and the foliage of the trees are harshly expressed ; 
the left outline of the haystack behind the cottage is continuous 
with the slope of the roof. By Byroa 

' Twelve etchings by Byron after Keinbrandt were published by Walter 
Shropshire, 12 New Bond Street, about the year 1795. ^"^ 4^<'* ^ collection 
of twenty-five etchings, after Rembrandt and others, mounted in an oblong book, 
is in the British Museum Print Room ; on the fly-leaf, in the handwriting of the 
Rev. C. M. Cracherode, is 'given to me by the Hon. and reverend Richard Byron, 
March 19, 1799.' 

U 



/ 
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Copy rev. Also seen as a counterproof, i.e. in the same direc- 
tion as the original. The shading on the bank below die last 
post, to the lefty is of left-to-right diagonals. 



809. The Three Trees. {Le paysage aux trots arbres) 

On a bank, to the right, is the group of Three Trees, which 
give a name to the piece ; below them, occupying the fore- 
ground, is a pond or sheet of water, on the further side of 
which is a fisherman, with a woman seated near him ; and 
to the right, half concealed by the dark foliage, two other 
figures can with difficulty be discovered. In the left dis- 
tance, beyond a plain divided into meadows in which are 
peasants and cattle, are the spires and higher buildings of a 
town ; while, to the right, on the rising ground beyond the 
trees, are other buildings and a waggon full of people ; on the 
highest point, still nearer the right, is seen a little seated 
figure. The sky above and to the left is covered with clouds 
from which a smart shower is falling. Nearly hidden among 
the deep shading of the waterweeds, in the lower left, is Retn^ 
brandt f. 1643. 

Dimensions: 8,4 — 11,0 ('2 13 — '2 79). 

[Coll: BM. C. O. P. A. H.l 

Copy. Same d. Some light clouds are represented above 
the tree to the right, and lines left to right are seen coming 
from them. These lines in the copy end in two points, which 
do not reach the shading along the right edge of the plate, 
while, in the original, the two upper lines pass through the shad- 
ing. I have given an illustration. Iplatt XI. fig. 54. This 
copy is by James Bretherton. 

Copy, Same d. In the original, towards the top and as 
nearly as possible in the middle of the piece, is seen a flight 
of rooks y in the copy the rooks are over the central one of 
The Three Trees, This copy would not deceive anyone who 
is acquainted with the original It is by Byron. 

Copy, Same d. Of no merit. In the original the high 
ground to the right, on which the little figure is seen, slopes 
gently towards the right; in the copy it is divided into two 
round hills, with the little figure on the one farthest from the 
plate-edge. By James Hazard. 

Copy, Same d. The variations which distinguish the pre- 
ceding are repeated ; showing that the artist, an amateur whose 
name does not appear upon the plate, has mbtaken Hazard's 
copy for the original 
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Copy rev. Seen in two States. It is coarsely and harshly 
executed ; in the 2nd a flash of lightning is represented striking 
the central tree. On this State are the initials W. B, (William 
Baillie). 

Co^ rev. The bank to the left is smoothly engraved with 
left-to-right diagonals and faint horizontals ; the clouds come low 
down on that side to the edge of the plate ; the lines which form 
a variation in Bretherton's copy, are wanting. This is also seen 
as a counterproof, Le. in the same direction as the original, and 
I have found an impression rather effectively tinted It is not 
named, but I believe it to be by Cumano. 

M. Charles Blanc speaks of a copy by NovellL It is not 
found in the collected edition of NoveUi's works, but is recorded 
here on M. Blanc's authority; the same author describes 
another copy by the late M. Louis Marvy: this I have not 
seen. There is also a pretty little copy in reverse, 2,7 — 4,0 
(•069 — '1 2), by Burnet 

Copy. Same d. Bibl. IX. 

This beautiful print can hardly be termed rare, there are 
few collections of any size in which it does not appear, and 
the impressions, if not of the highest quality, are generally 
good. The committee who arranged the Rembrandt Exhi- 
bition of 1877 were fortunate in obtaining two superb impres- 
sions from the Collections of Mr. H. Brodhurst and Mr. St. 
John Dent. 

In his notes upon this print M. Charles Blanc [Bibl. VIII. 
fig. 296] describes a curious effect produced by the clouds to 
the left ; he has detected in these clouds an indistinct shape 
which he appropriately names ' the Spirit of the Storm,' but, 
like the figures in the fire, I find this form presents itself dif- 
ferently to each observer. 

The wonderful effect of distance in this print is worthy of 
remark. Rembrandt was well aware of the advantage of a 
low horizon. Here he introduces a thin line, a mere outline, 
hardly rising above his detailed landscape, which carries the 
eye to a far distant rising ground, leaving to the imagination 
the miles of level country which lie between. 



810. The Shepherd and his Family. (Le berger et sa 

fanUlle.) 

In the foreground is a well-arranged group, consisting of 
a shepherd, wearing a broad hat, seen in profile, turned 
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towards the right, with a crook in his hand, and a woman seated 
at his feet holding a child on her knee. A flock of sheep is 
grazing beside them. In the right corner is a sheet of water 
with a large tree on the other side of it ; the background, 
which is woody and gradually rising, terminates with a high 
hill or mountain, on which are some large buildings. On 
the left, near the top, is Rembrandt^ and under it, /. 1644. 

Dimensions: 3,8 — 2,6 ('097 — •066). 

[Coll : BM. P. A. H. C O.J 

Copy rev. The scratches and circles in the background are 
wanting. This copy is also seen as a counterproof, Le. in the 
same direction as tiie original 

The plate not having been cleaned, the print is covered 
with scratches and lines, among others the outlines of two 
circles are seen, one in the centre, the other higher up. 



811. View of Omval, near Amsterdam. ( Vue (TOmval^ 

prh (T Amsterdam)! 

A clump of willow trees is seen in the left foreground ; 
one of them is a venerable old trunk which seems nearly 
dead. On the bank below these trees a young couple are 
sitting; the youth is placing a garland on the head of his 
companion. To the right stands a peasant with his back to 
the spectator ; he is watching a covered barge full of people 
which is sailing on the river Amstel. Beyond the stream 
houses are seen, and on the water are several boats ; two 
windmills are to the right. At the lower corner on this side 
is Rembrant f. 1645 (the d omitted). 

Dimensions: 7,3 — 8,9 (*i86 — •226). 
[Coll : BM. C. O. P. A. H.] 

Fine impressions are full of burr, the later ones have been 
rebitten and the name has been reworked in dry point 

Wilson described a late impression of this plate on which the 
eight of clubs has been engraved. Part of the plate where the 
young couple are sitting has been imperfectly burnished out ; in 
this cleaned space is represented part of the green back of a 
playing-card, upon which a second card is placed face upwards. 
On this second card is a coloured picture of a child blowing 
soap bubbles, with a pot of flowers on one side of him and a 
vase, from which smoke ascends, on the other ; above is written 
Leven (life) and the figure 2. In the upper part of the plate, 
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to the right, is represented the eight of clubs which is partly 
covered by another coloured picture-card with the figure of a 
milkmaid, over whose head is Berinne {peasant woman) and the 
figure 5. This impression is now in the British Museum. A 
second impression, but with the figures uncoloured, appeared in 
the Collection of the Rev. Burleigh James, which was sold at 
Messrs. Sotheby's in 1877. It is not known whose hand thus 
defaced this beautiful work, but the additions are undoubtedly 
of a comparatively recent date. 
Copy. Same d. BibL IX. 

Vosmaer tells us, in remarking upon this print, that Omval 

was a village in the environs of Amsterdam, situate upon a 

bend in the river Amstel, and only a short walk from the city. 

In the Rembrandt Exhibition of 1877 ^^ exquisite impression 

of this plate, without exception the finest I have seen, was 

contributed by R. S. Holford, Esq. In colour, printing, and 

condition, in everything but mai^in, it is unrivalled. 



812. The Boat-house, called a Grotto with a 

Brook. {La grotte et le ruisseau) 

In this print is represented a piece of water, overhung 
with weeds and foliage, which loses itself in a dark boat-house, 
bridge, or grotto, within which the forepart of a boat is seen ; 
on the right is the trunk of a tree, and on a board that crosses 
it is Rembrandty 1645. 

Dimensions: 5,0—5,2 (-128 — -133). 

Bartsch and Wilson have described two States of this beautiful 
print ; in that which they call the 2nd, the deep shading of the 
mterior of the grotto is lessened and the boat is hardly distin- 
guishable. M. Charles Blanc has given three States, his 1st 
and 2nd differing in the presence or absence of burr, which in 
his 3^/ is entirely removed by the scraper. There is, I believe, 
only one true State; the variations are entirely produced by 
the process of printing ; in this, as in other cases, the work has 
first broken down towards the middle of the plate, and a 
consecutive series might be arranged from the finest downwards 
to the last In the impressions in which the bnrr retains its 
full beauty, the boat is clearly seen, the dark shadow in the 
grotto is of singular transparency, and the reflections of the 
boat and of the weeds in the water perfectly rendered. In this 
condition the print is very rare. [Coll : BM. C. A.] 

Later on the burr partially disappears, the piece is dull and 
grey, and the clearness of the shadows and the reflections in the 
water no longer; exist [Coll : BM. C. 0.1 

In a still later stage of the impression the grotto and the boat 
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become a blurred indefinite mass, and the print is in every way 
worthless. [Coll : BM. P. A. H.] 

The three impressions in the British Museum show very 
clearly the three stages of this downward progression; and a 
very careful and prolonged examination of these and others has 
failed to reveal any additional work^ while it has shown the 
intermediate conditions of the print. 

One of the most beautiful impressions I know was con- 
tributed to the Rembrandt Exhibition of 1877 by Henry 
Brodhurst, Esq. It came from the Verstolk and Garle Col- 
lections. It is only right to acknowledge that some connois- 
seurs have questioned the opinion above expressed as to there 
being only one true State, and think that an actual variation 
was produced upon the plate by the scraper. 



818. Six's Bridge. {Le pont de Six) 

In the middle of the piece is a wooden bridge, such as is 
still seen in Holland over the frequent canals ; two men are 
standing upon the right side of the bridge leaning against the 
rail, apparently in conversation. To the right upon the canal 
is a sailing bai^e ; in the distance is a village, in which is a 
church with a spire seen under the boughs of two trees grow- 
ing on the left side of the bridge ; a vessel under sail is to 
the right of the village. In the lower right-hand comer Is 
Rembrandt f, 1645. 

Dimensions: 5,1 — 8,8 ('130 — '223). 

States : ist The hats of the men upon the bridge are un- 
shaded. [Col: BM.] 

2nd, The hat worn by the near^ figure is worked over with 
dry point f Coll : BM. C.J 

^rd. The hats of both ngures are worked over. [Coll : BM. 
C. O. P. A. H.] 

In late impressions the light work which shades the hats 
almost or entirely disappears, but the worn condition of the 
plate is then sufficient to show its State. 

Copy, Same d. of the 3«/ State, though the hat of the 
further figure is so lightly worked it might be taken for a copy 
of the 2nd State. Very deceptive. For a variation see |plHU XI. 
fig- 55* ^* is by James Bretherton. 

Copy rev. of the yd State. Within the subject on the left is 
Rembrandty and to the right Sardi i, ne, 1791. 

Copy rev. of 2nd State ; reduced ; not named, but probably by 
Vivares. 

Copy rev. and reduced by Burnet. 
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Vosmaer says of this print, Paysage pris de Hillegom, dont 
an voit la tour au lointain, I have not thought it necessary 
to repeat the somewhat apocryphal anecdote, related by 
Bartsch and repeated by others, of this plate having been 
etched from Jan Six's window while he and his guest waited 
for the mustard. Of the family of Jan Six, and the friendly 
relations existing between him and Rembrandt, Vosmaer has 
given us a very interesting account, to which the student 
should refer, [Bibl. XXXVII. pp. 268, etc.] 



814. A Village, with a River and a Sailing Vessel. 

(Les chaumiires pris du canal.) 

On the left are several cottages, towards one of which a 

woman is seen walking followed by a dog ; to the right is a 

broad stream with a vessel under sail ; beyond the river is a 

village with a church spire rising above the trees, and to the 

right a bridge with several arches, and further on a large 

square building. There are figures on the road beyond, among 

them a man on horseback. Date assumed^ 1645. 

Dimmsums: 5,5 — 8,3 ('140 — '211). 

States: 1st, As described. [Coll: BM. C. O. P. A. H.] 
2nd. Partiy retouched with dry point It is seen in the tower 
and on the church spire and the tops of the trees to the right 
A tree at the right end of the nearest cottage has been re- 
touched. Below the branches of this tree, and not very clearly 
distinguished, is the chimney of a cottage. In the \st State the 
foliage to the right of this chimney was of nearly uniform height, 
but in the 2nd State a smaU slipped stroke of dry point is seen 
rising above this foliage and curving to the right ; it is about the 
same length as the height of the chimney. The delicate dry- 
point work soon disappears, and the latest impressions are very 
poor. This 2nd State is comparatively rare, and is a creation of 
recent date. An impression before this retouch is found in a 
folio volume of prints issued I believe by the elder JosL There 
is some evidence of rework, but no traces of that with dry point 
which constitutes the 2nd State as described. 

Copy rev. About an inch from the right-hand comer can be 
distinguished the latter part of the artist's name, Byron, 
Copy rev. Not deceptive. The dog is left out 
Copy rev. The highest tree in the original is bare ; in the 
copy the ends of the branches and twigs have foliage. 

Copy rev. Below in a clear space is to the left R^, tnv,^ and 
to the right Cumano sc. 
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^ 816. A Landscape with a Man sketching the 

Scene. (Le paysage au dessinateur) 

To the left, approached by a road, is a farmhouse, at the 
right end of which rises a lofty bam ; further to the right arc 
a farm cart and some agricultural implements resting against 
a tree. In the middle, in front of the bam, another tree is 
seen ; still nearer to the right, in front of and divided from 
the buildings by a ditch, is a meadow with cattle, and in the 
comer to the right is seated a man in a high crowned hat 
sketching the scene. Date assumed^ 1646. 

Dimensions: 5,1 — 8,2 ('130 — "208). 

[Coll : BM. C. O. P. A. H.] 

Copy, Same d. By Byron ; his initials are seen beneath 
the shading in the right foreground, about an inch from the 
man's foot 

There is a drawing of this scene, in the same direction. In 
the British Museum, executed in pen and ink, and assumed to 
be a study for the print ; the paper has been trimmed, but 
measures very nearly the same as the plate. The drawing 
has some merit, but I should not assign it to Rembrandt 



816. An Orchard with a Barn. {Le verger et la 

grange) 

To the left is a wooden house or bam roofed with thatch ; 

at its right are a few trees as of an orchard, and among 

them another building is discovered ; upon a road to the 

right in the distance is a vista with a man on horseback riding 

through it ; on the same road, which is fenced by posts and 

rails, another man is travelling on foot, he is seen from behind 

and has a staff on his shoulder ; in the extreme left, at the 

end of the thatched building, we discover a low lean-to 

building and some foliage, and in the distance are houses with 

a cupola rising above them. Date assumed, 1648. 

« 
Dimensions: 3,6 — 8,1 ('091 — *205). 

« 

Wilson gives three States, describing the variation between 
the first and second as ' more work ' and ' less brilliant 
shadows.' I have failed to verify these distinctions, nor are 
they admitted by M. Charles Blanc, who only gives two States. 
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States: ist As described [Coll : BM. P. A. H.] 

2nd. The plate is reduced, the left side being cut away, and 

a small portion of the right : it now measures 3,5 — 6,3 ('089 — 

•i6i). [CoU : BM. O. A.] 

Cofy. ' Same d. of 2nd State, BibL IX. 

M. Klinkhammer, late Keeper of the Prints at Amsterdam, 
has described one of the two impressions of the ist State 
preserved in that Collection, as nofi mentionni. I have not been 
able to detect any difference in this impression which is not 
due to the printing, or observe a variation which would 
warrant the creation of a new State, j^ -*^^^^^'<=«^*-''''^^*^ ^^' 

817. Landscape with a Ruined Tower and a Clear 

Foreground. {Paysage i la tour) 

A village standing among trees is seen to the right ; above 
some irregular roofs rises a ruined tower, to the left of this is 
a large thatched building, beyond which again, still further to 
the left, are trees and a low bridge, upon which rises a gate* 
way supported by buttresses ; in the road which passes by 
this gateway a little female figure is standing ; the sky on the 
left side is covered with clouds, but is clear on the right ; the 
whole foreground is unfinished. Date assumed ^ 1648. 

Dimensions: 4,8 — 12,6 ('123 — •320), 

^ates : ist The tower is finished with a cupola, the laige 
thatched roof is shaded by single and not very dose lines, the 
triangular space between the uprights of the gateway and the 
buttresses is only partially shaded. Some large dark blots 
of ink are seen in the sky to the left ; alon^ the horizon on 
this side the sky is white, a little dark shadmg, as of a low 
tree, will be observed dividing this white sky, the part to the 
left forming a narrow band. [Coll : BM. C. O. P. A.] In 
the ist State^ as usually described, the space between the but- 
tresses and the gate is ' clear,' this is a misleading expression ; 
I have never yet seen an impression with less shading than is 
shown in (Uarr XI. fig. 56. 

2nd. The blots of ink in the sky are burnished out, traces of 
the tool remain. [Coll : BM.] 

^rd. The cupola on the tower is removed, and the tower pre- 
sents a ruined appearance ; veiy close fine downward lines 
shade the thatch on the large roof, the narrow belt of sky to 
the left is worked over. [Coll : BM. C. O. P. H.] 

^h. The space between the gate and the buttresses, and a 
part of the foliage above the buttresses, are further shaded with 
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diagonals from right to left See Stale XI. fig. 56. [Coll : 
BM. C. A.] ^ 

Still later impressions are found in which part of the left 
background is burnished out, and the tones of die print height- 
ened with a wash of Indian ink, and touches of white ; the 
plate had at this time fallen into other hands ; the variations in 
the 4/^ State may also have been executed after Rembrandt had 
parted with the plate. 

The early States of this i^int are extremely rare, and in con- 
sequence, when they appear in the sale room, secure veiy high 
prices. An impression in Sir Abraham Hume's Collection, 
catalogued as Wilson's 2nd State, and sold at Messrs. Christie's 
in 1876, brought 230/., a price out of all proportion to its merits. 

Copy. Of a part only. Byron. 

Copy. Same d. Reduced. BibL IX. 

Vosmaer believes that he recognises in this print a view 
of the village of Loenen with the chiteau of Kronenburg, 
situate in the district of Het Gooiland, bordering the Zuider- 
zee. In this neighbourhood were the homes of Wttenboc^ert 
* The Goldweigher,' Hooft, Van Tromp, Hinloopen, and at a 
later date of Jan Six. 



318. Landscape with a Cow drinking. {Le paysage 

d la vache qui s^abreuve) 

A canal or river crosses the front of the piece ; to the 
right, on the opposite bank, a cow is drinking, and behind it, 
nearer the plate-edge, another is lying down ; at about the 
middle a boat is moored to the bank, and in it a man is 
stooping down ; above are three cottages with trees, and in 
the left background a rocky mountain, whose slopes are con- 
tinued across the plate towards the right Date assumed^ 

1649. 

Dimensions: 4,1 — 5,1 ('105 — '130). 

States: 1st. The ground to the right of the drinking cow is 
only partially shaded with a few short and irregular lines 
[Coll : BM. O. A.1 

2nd. Fully half the space of ground immediately behind the cow 
is shaded. See |lHit XI. fig. 57. [Coll : BM. C. O. P. A. H.] 

Josi was the first to suggest a $rd State, describing further work 
on the back of the man in die boat M. Charles Blanc also recog- 
nizes a ^rd State^ but believes that the variations were effected 
by Basan, into whose hands the plate had fallen. The latest 
impressions are so bad that I think it is not worth our while to 
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describe them, or elevate them into a State : they are entirely 
free from all impress of the master. 

Copy, Same d ; by Richard B)rron. The animal lying down 
to the right is a horse, not a cow ; there are no ripples in the 
water, as in the original, to show that the man is moving in the 
boat 

Copy rev. In the upper left is y. Campbdl^f, 1754. 

Copy rev. Large dock leaves are seen to the right of the cow, 
to the lower left is J?', inv,^ and to the right Cumano sc 

A drawing from the Payne Knight Collection is in the 
British Museum, in which there is a like disposition of the 
scene, and of the rocky hill to the left, but I am not prepared 
to accept this drawing as by Rembrandt 



819. An Arched Landscape with a Flock of Sheep. 

{La grange dfoin et le troupeau.) 

The plate is arched at the top. There is a village in the 
distance, approached on the left by a broad road, along which 
a shepherd is seen driving a flock of sheep ; upon a bank on 
this side are three little figures, and on the right, in the 
middle distance, is a group of farm buildings surrounded by 
trees, and in the foreground a meadow in which are sheep and 
cattle, and a horse rolling upon its back. Upon the road, 
below the flock of sheep, is Rembrandt f. 1650 ; this date, 
which has hitherto been read 1636, is not very legible. 

Dimensions: 3,2 — 6,9 ('082 — "176). 

States : ist. As described. [Coll : BM. O. P. A.] 

2nd, A small dead branch is seen projecting from the tree 
which hangs over the road. In the distance to the left appears 
the sea, the village in the background to the right is shaded 
with left-to-right diagonals, there are also traces of rework upon 
the thatch of the hay-bam. [Coll : BM. C. O. P. A. H.] 

Wilson describes a State, calling it the 2nd, which only differs 
from the ist by the introduction of the small dead branch ; I 
have long and carefully sought for such an impression, but 
without success, and have therefore not recorded it as a State. 

Copy. Same d; by Captain Baillie. This copy appears in two 
States. There are many variations ; the whole subject is ^ in. 
lower in the plate, the rising ground above the horse in the 
meadow is a comparatively rounded slope in the original, while 
it rises to an angular elevation in the copy. In Baillie's ist State 
the distance on the left is not introduced, and the distance on 
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the right is shaded ; in his tnd the left distance appears. For a 
variation in the lower left comer, see ^latt XL fig. 58. 

Copy. Same d. Very indifferent. Below the sheep is 
Rembranbtf. 1636 (a b not a i). 

Copy rev. of the 2nd State. In the right lower comer is R 
Vivares fecit excud. 1758. 

Copy rev. On a larger plate ; coarse and poor. 

There is an impression in the British Museum of the 2nd 
State^ which has been coloured by hand, and has a pretty 
effect. It has been suggested that this was done by Rem- 
brandt himself ; this, however, I am not prepared to admit, 
. though it no doubt was coloured at a very early period, and 
not improbably by the hand of one of Rembrandt's pupils. 



820. A Peasant carrying Milk-pails. {Vkommeau 

lait) 

To the right of the landscape upon higher ground is seen 
a peasant, accompanied by a dog and carrying two milk- 
pails by a yoke which crosses his shoulders ; a road, bordered 
by a canal, crosses the foreground ; to the left of this is a 
group of trees which with some farm buildings fill the middle 
distance and are approached from the road by a low bridge 
defended by a gateway ; a boat is moored to the left bank of 
the canal ; in the extreme distance, to the right, is the sea, and 
in the left a succession of low hills. Date assumed^ 1650. 

Dimensions : 2,6 — 6,9 ( '066 — '176). 

States : 1st. The distant hills, to the left, are not introduced, 
the dark vertical shading upon the further bank of the canal 
does not extend on the right so far as the little bridge, and the 
road where it meets the lower margin of the plate is unshaded. 
[Coll : BM. P.] 

2nd, The distant hills to the left are seen ; by additional dark 
vertical shading the water is made to reach the little bridge ; 
the right and left borders of the road, where it reaches the lower 
plate-edge, are shaded with diagonals from right to left. See 
^latc XI. fig. 59. [Coll : BM. C. P. A. H.l 

Copy. Same d. A slipped stroke rises above the centre of 
the large tree to the left, this has become a forked branch in the 
copy ; between this tree and the next rises a dead branch, re- 
peatedly forked in the ori^nal, and only once forked in the 
copy, the prow of the boat is of a single point in the copy. By 
Byron. 
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Cofy. Same d. of 2nd State. The short regular verticals on 
the opposite side of the water are wanting. The effect is at- 
tempted by close work which covers the whole of the water. 

Cofy rev. Six or seven short posts are seen in the water to 
the right 

The plate, if not still in existence, cannot have been long 
destroyed. There is an impression in the folio volume of 
prints issued by Josi {;uide p. 295), which is, I believe, taken 
from the original plate ; the burr is entirely gone. 



SSL A Village with a Square Tower ; an arched 
Plate. {Lepaysage d la tour carried 

In the middle on higher ground above some cottages 
stands a square tower, approached by a road which is planted 
at the sides with trees, and passes over an arch through which 
the light is seen ; in the left for^round are some farm-build- 
ings, and below them is a piece of water ; from the corner of 
the farmhouse posts and rails are carried over the irr^ular 
ground to the right side of the print ; in the lower corner on 
this side is Rembrandt f, 1650. 

Dimensions: 3,5 — 6,2 ('089 — '158). 

States : ist. The upper part of the arched bridge which leads 
to the tower' is unshaded ; there are many white spaces in the 
tops of the trees in the right background ; at the foot of the 
tower, close by the bridge, is a tree whose foliage is on a level 
with the crown of the arch ; the bank in the lower right comer 
on which are the name and date is unshaded. [Coll: BM. A.] 

The impression of this State in the British Museum is upon 
India paper and was long supposed to be unique. It has passed 
through the Lawrence, Wilson, Bell, and Maberley Collections. 
A third impression from the Collection of K S. Holford, Esq. 
was seen in the Rembrandt Exhibition of 1877. 

2nd. The upper part of the arched bridge is shaded with ver- 
ticals. The tree at the foot of the tower is burnished out and 
its place covered with vertical shading ; its traces, however, re- 
main ; a few diagonals, right to left, are seen on the bank just 
above the name. [Coll : BM.] 

This probably unique impression came from the Six Collection 
as appears from a note written on the back by the elder JosL 

^rd. The tops of the trees to the right are now shaded. 
[Coll : BM. C. O. A. H.] 

4M. The plate has been reworked, a slipped stroke is seen 
passing from left to right through the name. [Coll : BM. P. A.] 
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Copy. Same d. A reproduction executed for M. Dutuit, 
illustrating a catalogue, pnvately printed, of his colltcdons. 
Copy. Same d BibL IX. 

The locality represented is the village of Randorp, other- 
wise Raasdorp or Raarep, the home of the peasant girl whom 
Rembrandt unwisely chose for his second wife. 



322. Landscape with a Canal and Swans. {Le 

canal aux cygnes) 

This and the landscape with a large boat are really one 
subject, the comer of the wooden bridge, which in this is cut 
off, being seen in the other. A canal, on which two swans 
are seen, reaches from side to side of the print ; on the further 
bank are seated two persons angling ; beyond is a meadow 
with cattle, and in the distance a village, above which rises a 
large church with a massive tower ; the extreme background 
is mountainous. Low down towards the left, among the water- 
weeds, is engraved Rembrandt f. 1650. 

Dimensions : 3,2 — 4,2 ('oSi — "loS). 

States : 1st The meadow behind the cows is unshaded, the 
trees beyond are covered with a diagonal from right to left 
[CoU : BM. O.] 

2nd Cross strokes cover the trees in the left background, 
while the further side of the meadow is shaded with fine diago- 
nals from left to right ; two of the cows are within this shading. 
See ^iatt XII. fig. 60. [Coll : BM. C O. P. A. H.] 



323. Landscape with a Canal and Large Boat. 

(Le paysage au bateau) 

This is the companion-piece to the Landscape with the 
Swans. In front is a canal, similar to that in the preceding 
print ; a large boat is moored to the bank and occupies nearly 
the whole width of the plate ; on the right rises a large tree, 
on the left a wooden bridge crosses the canal, and above is a 
continuation of the mountain introduced into No. 322. Upon 
the slope of the bills in the distance a church spire is seen, 
and in the middle of the print is a large square tower. Low 
down towards the left is Rembrandt f. 1650. The d and the \ 
are reversed. 




J 
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Dimensions: 3,2 — 4,2 ('081 — 'loS). 

States: 1st, The trees below the tower in the distance are un- 
shaded, as is also the upper part of the building to its ri^ht ; 
following the outline of the hills on this side to about -^ mch 
(-019) distance from the tower, we see three little lines in dry 
point with an upward direction rising above the outline. [Coll : 
BM. P.] 

2nd. The foliage below the high tower is shaded, as is also 
the building to the right ; the ouUine of the hill rises above the 
three little lines. See |Blatt XII. fig. 61. [Coll : BM. C O. 
P. A. H.] ^ 

Copy, Same d. Described as very poor. I have not seen it 

Copy. Same d. of 1st State^ used as an iUustration to Lot 179 
in the sale * du Cabinet de Mr. W. P. YJ (W. P. Knowles of 
Wiesbaden), Nov. 1877, Francfort 



824. Landscape with an Obelisk. (Lobilisque) 

This is an arched plate. To the left is a pedestal support- 
ing an obelisk, the upper part of which is cut off by the plate- 
edge ; behind it appears a Dutch hay-bam, and to the right 
cottages standing alongside the village road. The first cottage 
is a large thatched building, with some low bushy trees on 
one side, it has a penthouse, under which is a cask upon a 
stiilage ; a dog is drinking at a pool of water in the right 
foreground ; in the distance other buildings are seen. Date 
assumed, 1650. 

Dimensions: 3,3 — 6,3 ('084 — '161). 

States: 1st. The larger roof to the right in the distance is un- 
shaded, as is also the wooden paling which appears beyond a 
wheelbarrow placed to the right of the first cottage ; the water 
in the foreground for about -j^ inch ('013) to the left of the dog 
has no vertical lines. [Coll: BM. P. A.] 

2nd. The larger roof in the distance is partly shaded with 
lefl-to-right diagonals, similar lines cross the palings and the 
litde roof above them ; the water to the lefl of the dog is shaded 
with verticals. See glntt XII. fig. 62. [Coll : BM. CO. P. A. H.] 

An accidental scratch ending in a point or dot is seen upon 
this print ; it ends in the upper plate line, and is about -^ in. in 
length and ^ in. to the right of the obelisk. There are impres- 
sions from which it has been removed by scraping, but not, I 
think, with any dishonest intent 

Ccpy. Same d. In the original the legs of the stiilage are at 
an angle, they are parallel in the copy. The letters J^. B. (R. 
Byron) can be discovered beneath the dark shading below the 
foliage in the middle of the print. 
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Copy rev. In the right lower comer is K Vwares fecit ^ 1748, 
and below the dog is Retnh, 

Copy rev. On a larger plate. Signed Marguerite Lecompte. 

The obelisk stood, perhaps still stands, about two miles 
from Amsterdam ; upon it was inscribed in old characters De 
My 2 Paal op de Atnstelviefise weg. As I do not find any 
mention of it in Vosmaer, it is possible that it may now have 
been removed. 



^ 825. The Three Cottages. (Le paysage aux trois 

chaumiires) 

This represents a village in perspective by the side of a 
high road ; there are three large cottages with steep thatched 
roofs on the right, having their gable ends towards the road. 
In the right foreground is a large tree with some of its branches . 
leafless. Other trees are seen rising above the roof of the first 
cottage, and again between the roofs of the second and third. 
At the door of the second stand an old woman and three or 
four children. The plate is arched at the upper comers. At 
the bottom to the left is Rembrandt f» 1650. 

Dimensions: 6,4 — 8,0 (•163 — '203). 

States : ist. The end of the nearest cottage is shaded only by 
vertical lines ; white unshaded spaces are seen in the foreground 
below the first cottage and to the right and left of the tree. 
[Coll : BM. P. H.] 

2nd, The white spaces in the foreground are covered with 
nearly horizontal lines. [Coll : BM. P. A.] 

^rd The end of the nearest cottage is covered witli diagonal 
from right to left. [Coll : BM. C O. P. A. H.] 

Copy, Same d. of the $rd State, By James BrethertoiL 
There are many minute variations ; among others is one in the 
lower right comer. See I^.hU XII. fig. 63. Though this copy 
would be at once recognised by a connoisseur, it is executed 
with so much ability, and impressions, when well printed on suit- 
able paper and in good condition, have so pleasing an effect, that 
it has occasionally found its way into collections as the original. 

Copy. Same d. of the ^rd State, The little chimney of the 
second cottage is not defined, the diagonal lines at the end of 
the first cottage are very regular in the original, while in the 
copy they are not only irregular but run into one another ; I 
have only seen one impression in a public collection ; it is at 
Amsterdam and was given by M, Posoniji, 

Copy rev. The road is well worn and full of ruts, below to the 
right is Cumano, 
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i have not thought it necessary to refer to Wilson's \st 
State ; it has not for many years been known to exist. In 
the Rembrandt Exhibition of 1877 magnificent impressions of 
each State were contributed by R. S. Holford, Esq. 



826. The Goldweigher's Field. {La campagne du 

peseur d'or,) 

In the middle of the print is a country mansion with an 
extensive wood to its left in which are discovered some 
pavilions ; to the right stands a large church with a high 
weathercock, and nearly surrounded by trees ; further to the 
right are thr^e houses built together, and still further other 
houses in a village are seen. In a field in front are figures with 
cattle ; on the left is an octagon summer house with windows 
on. each side. It is entirely surrounded with a square sheet 
of water, on which ducks are swimming. In the distance on 
this side is a large town with a cathedral and churches, and 
in the lower comer is, in small characters, Rembrandt^ 165 1. 

Dimensions: 4,8 — 12,6 (*i22 — "320). 

rCoU : BM. C. O. P. A. H.] 

Many of the existing impressions have a more or less tinted 
background, ink having been purposely allowed to remain upon 
the plate ; others again are printed on a brownish unbleached 
India paper ; fine impressions, showing much burr, are seen in 
both these conditions. 

The country-house of the Banker Wttenboogaert repre- 
sented in this print stood in a heathy plain near the Zuider- 
zee, two leagues from Muiden and four from Amsterdam. 
The village on the hillside is Naarden. (See Appendix C.) 



827. The Canal; a Landscape of irregular form. 

i^Le canal) 

In the middle of the print are some cottages surrounded 
with trees; in front of them is a canal, which leads to the right 
of the houses, and, passing under a low bridge, is again seen 
at the right of the print where stands a high tree ; in the 
distance on this side is a village with a church. Towards 
the left, behind two little trees, is discovered a sailing boat. 
Date assumed^ 1652. The plate is of an irregular form, being 
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at the left 2,9 0074) high and at the right 3,1 ('079), its 
width is 8,2 (-208). 

Tfte dimensions of impressions are found to vary, I have 
noted one 3,3 ('084) measured across the centre. 

[CoU : BM. C. O. P. A. H.] 

One of the impressions of this plate in the British Museum 
was fonnerly in the collection of Prosper Henry Lanckrinck, 
page of Honour to King Charles I.; his mark is seen on the 
foreground to the left. 

Copy, Same d. By Richard Wilson. A very deceptive imi- 
tation of a late impression. In the original the pennant of 
the sailing boat is of three little horizontal hues ; one only appears 
in the copy ; there are other variations ; see ^late XII. fig. 64. 

Copy. Same d. Taken not from the original but firom 
Wilson's copy. The post on the roadside to the right leans to 
that side ; the little milestone has a rounded top, etc. It is by 
Byron. 

The whole composition is in dry-point, and, though charm- 
ingly designed, depends entirely for its beauty upon the 
presence of burr ; as might be expected, really fine impres- 
sions are very rare, and the print is frequently found poor 
and ineffective. Probably the best are in private hands ; one 
of these was shown at die Rembrandt Exhibition of 1877, 
from the Collection of R. S. Holford, Esq. ; I know two others 
of almost equal merit. 



328. The Vista. {Le bouquet de bois) 

On the left are two laige trees sketched with a broad 

stroke ; a thick wood occupies three-fourths of the plate from 

left to right ; through which, a little to the right of the laif^e 

trees, a vista is opened , near the middle is a house with a 

flat roof. The foreground is white, and the right distance is 

only in outline. At the lower right is Rembrandt f 1652. 

Dimensions: 4,9 — 8^^ ('125 — '211). 

States: ist This is only an unfinished sketch ; veiy little is 
seen of the intention of the master ; the building in the middle 
is represented by a few lines, and to the ri^ht and left of it are 
masses of shadow backed by slightly outlined foliage. There 
is neither name nor date. Tht plate measures 6,i — 8,3 
(.i55_.2ii). [CoU : BM. O. P. A.] 

2nd, The plate is finished. [Coll : O. P. A.] 
3r//. The plate is reduced; the name and date are added. 
[Coll : BM. C. P. H.] 
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Copy. First described by Bartsch. It is of the 2nd State Vind 
is 7,8 ('198 wide). It is by Richard Wilson. 

Capyi of the 2nd State, The name R. Byron is in the 
dark shading of the foreground, to the left, and the date 1641. 
An accidental scratch rises from the lower plate line about the 
centre, and another about ^rd of the distance from the lefr 
comer which passes upwards through the foliage. 

The whole of this very beautiful print is in dry point, 
and, like the preceding, its effect depends on the presence or 
absence of the burr. This burr remained for some time upon 
the plate, and though really fine impressions are rare they 
are more frequently met with than is the case with some 
other prints of similar character ; when the burr is gone the 
result is poor. I have seen impressions in which an attempt 
has been made to restore the effect by a tint of Indian ink, 
but they are not deceptive. 

The very rare and beautiful sheet of sketches, A Copse 
and Palings No. 166, should be compared with this. 



^^^ 329. The Sportsman. {Le chasseur) 

A road is seen in the middle of the print, on which a 
sportsman and two dogs aire approaching. On rising ground, 
to the left of this road, we notice two little figures, and 
beyond them a cottage and hay-barn, while, on the right, rises 
a large tree, whose almost leafless branches hang over the 
road. A mountain scene fills the background, on the hill 
sides, to the left, are some large buildings, while on the plain 
below, in the centre of the print, is a village, the houses 
grouped around a church with its tower and spire. Date 
assumed, 1^5 3* 

Dimensions: 5,1 — 6,2 ("130 — '158). 

States: 1st. As described. Early impressions of this State 
are full of burr. [Coll : BM. P. A. J 

2nd. The cottage and hay-bam, to the left, have been bur- 
nished out; in the best impressions the burr is still seen. Slak 
XII. fig. 65. [CoU: BM. C. O. P. A. H.] 

The burr remains the longest in the two little figures on the 

left and on some diagonal strokes in the foreground, close to the 

ducks seen on that side. I suspect that there is some retouch 

in the 2nd State, for in one or two instances I have met with 

impressions containing more burr than occurs in late impressions 

of the 1st State, 

X a 
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LANDSCAPES REJECTED. 

The writers who have preceded me in catalc^^ing the etch- 
ings of Rembrandt have admitted, though with hesitation, 
several landscapes, which must now be finally rejected 
Instead, however, of designating them only by name, it seems 
advisable shortly to describe them ; some, such as R. i, R. 2» 
etc., and ist State of R. 1 1 have considerable merit and still 
realise h^h prices. 

The numbers which follow the title are those of Wilson, 
Bartsch, and Blanc. To prevent confusion, the letter R (Re- 
jected) is prefixed to each. 

Though no etchings have, so far as I know, ever been 
discovered with the authentic signature or initial of Philip 
Koninck, I am inclined to believe that he handled the needle, 
and that The Coach Landscape and the ten which follow, all 
of which, with some reservation, have been attributed to 
Rembrandt, are really the work of this pupil, and are here 
placed in what is probably the order of their execution. The 
conclusion as to their authorship is not a hastily formed one, 
nor have the suggestions of Wilson and Blanc been accepted 
without criticism ; but a long and careful examination of 
these etchings, and a comparison with Koninck's acknow- 
ledged work, more especially with his coloured drawings, 
have not only strengthened the opinion those able connois^ 
seurs have expressed with regard to R. 2, R. 1 1, but have 
convinced me that the others must also be classed as by 
Koninck.' 

We observe in all Koninck's work a peculiar treatment of 
for^round and distance, the former at times as ill-designed 
and unsatisfactory as the latter is ably executed and effect- 
ive ; and a mannerism in his distribution of light and shade, 
which show that he might follow, and to some extent imitate, 
but would never resemble, Rembrandt. For comparison with 
these etchings, some oT his coloured drawings are most 

> Philip Koninck entered Rembrandt's stadio between the years 1635 and 
1640 : he must not be confounded with Solomon Koninck, an older man, who was 
never with Rembrandt as a pupil, and whose etchings bear no resemblance to 
these landscapes. 
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instructive. Koninck as an etcher was not successful. R. i 
and R. 2, described below, have certain merits, but for their 
charm they entirely depend on design and tint, since it is 
hardly possible to detect in them the presence of the etching 
point R. 4 and R. 5 are perhaps his best, but placed side by 
side with Rembrandt's own landscapes, their inferiority is 
apparent 

As regards the remainder, four of these prints, R. 12 to 
R. 15, are assigned to Poorter, a pupil of Rembrandt, of 
whom little is known, and whose initials, R. W. D. P., in 
reversed order appear upon three ; the others it is probably 
impossible to assign. To discover the author of each inferior 
work is a task as laborious as it is hopeless ; a technic which 
has acquired no character, an art which has reached but its 
earliest stage, affords insufficient grounds for critical examina- 
tion, and still less for a decisive opinicMi. 

It might have seemed that a more appropriate place for 
the description of these Rejected Prints would have been 
among the pupils and imitators of Rembrandt ; but the posi- 
tion they have held in every catalogue and their presence in 
important collections are, however, a sufficient excuse for giving 
of each a short notice here. 



E. 1. The Coach Landscape. (Pay sage au carrosse.) 

W. 212. B. 215. BL — . 

So called from a coach which, placed about the middle of the piece, 
is travelling along a road to the left 

Dimensions: 2,5 — 9,0 ('064 — •228). 

[CoU : BM. C. P. A. H.] 

Copy very deceptive, described by Bartsch. Parts of the 
shading upon the building, etc, to the left are executed in regular 
left-to-right diagonals. (Appendix A.) 

M. Cities Blanc describes the pure etching, which I have 
not seen, as a very inferior work. Impressions are either tinted 
with India or coloured, and no two are exactly alike, while in 
some no trace whatever of etching can be discovered. 

It has been suggested that the original etching alone was by 
Rembrandt, his pupils tinting the impressions under his direction ; 
my own conclusion will not, I fear, be acceptable to collectors ; as 
I have said above, I attribute the original to Philip Koninck, and I 
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believe that fully one half of the repetitions of this landscape, I cannot 
call them impressions, are eighteenth century work, skilful transcripts of 
a piece which, with no especial beauty to recommend it, and readily 
lending itself to the copyist, commanded a high price and was eagerly 
sought after. 



B. 2. A Landscape with Two Houses lightly etched and 
WASHED WITH Indlan Ink. {Lis dcux motsons ou ffgfion 
pointu,) 

W. 211. B. 214. £L 317. 

A canal and towing path are on the left, two low thatched houses 
are in the centre, from one of which projects a sign-board ; to the 
extreme right beneath the trees some persons are seated at a table. 

Dimensions: 2,2 — 6,8 ('056 — '174). 

rCoU : A.] 

M. Charles Blanc has a note upon this [Bibl VTII. vl 300I 
to which the student should refer. The only etching of this land- 
scape that I know is at Amsterdam ; in the British Museum is a 
very pretty coloured drawing in the same direction which Blanc 
thinks is the original from which the etching was taken by a 
pupil, and whom he assumes to have been Philip Koninck. 
I do not agree with this opinion, but think that the etching is 
the original work, and that the coloured drawing is also by 
Koninck. 



E. 3. Landscape with a Terrace. {Paysage A la terrasse.) 

W. 213. B. 216. BL — . 

Washed with Indian ink. I have never seen it. Wilson 
gives its dimensions as 6,4 — 7,4 ('163 — 'iSS). 



K. 4. A View of Amsterdam. 

W— . B— . Bl—. Admitted by Daulby. 

A large building is to the right surrounded by trees ; a road crosses 
the foreground, to the left of which is a ferry boat in which are three 
persons. In the distance, from the centre to the left plate-edge, is a 
view of Amsterdam. 

Dimensions : 2,3 — 6,9 ( '058 — 'i 76). 

[Coll : BM.] An impression at Mr. Esdaile's Sale brought 
27/. 6x. od. 
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B. 5. Landscape with a Canal and Palissades. {Le paysage 

aux palissades.) 

W. 243. B. 247. BLA^. 

A canal is in perspective to the right, a large thatched cottage is 
seen in the centre, with unshaded trees in front. To the left is a Dutch 
bam, and in the distance on the same side are buildings with two 
windmills. In the upper right is 1659. 

Dimensions : 3,8 — 8,0 ( '097 — "203). 

[Coll: BM. A. R] 

Copy by Basan. An accidental scratch which rises through the 
roof of the haybam is wanting. 

Copy by Vivares, inscribed 84, du Supplement au Catalogue. 



K. 6. The Two Cotfages. 

W. — B. — Bl. — . 

Two cottages having their gable ends to a road are about the 
centre of the piece ; behind them to the left are trees and other 
buildings with a spire and weathercock rising above ; to the right are 
farm buildings and trees on the far side of a sheet of water. 

Dimensions : 2,6 — 6,9 ('066 — 'i 76). 
[Coll : BM.] 

B. 7. The Castle. {Ze cMteau.) 
W. 248. B. 252 BL— . 

A fortress is seen from above, a sort of bird's eye view, with 
eight pointed towers, delicately etched. 

Dimensions: 3,1 — 4,0 (-079 — '102). 

[Coll : A.] 

B. 8. Landscape with a Canal and a Man Fishing. 

{Ze paysage au canal,) 

W. 240. B. 244. BL — . 

A canal crosses diagonally left to right ; a man is seated on the 
nearer bank ; on the other side is a wide plain, with churches and 
trees, etc 

Dimensions: 3,0 — 7,2 (-076 — '183). 

States: 1st. As described. [Coll : BM. C] 

2nd. The foliage on the canal bank to the left of the man who 
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is fishing is burnished out [Coll : BM. P.] The BM. impres* 
sion has slightly contracted in the printing. The landscape, 
though not well etched, has certain diaracters of distance and 
foreground which closely resemble the drawings of Philip 
Koninck. 



K. 9. Landscape with a Ruined Tower. \Le village d lagrosse 

tour Carrie.) 

W. 235. R 238. BL— . 

A large ruined tower rises above some trees in the centre of the 
print ; in front is a field, and herbage crosses the for^ound. 

Dimensions: 3,9 — 6,0 ('099 — '153). 
[Coll : BM.] 

I only know one impression ; this was formerly in the Barnard 
Collection, and at his sale realized nearly 20L In the lower left 
comer is an inscription with the date 1651 (?), upon and almost con- 
cealing which is written Rembrandt. 



B. 10. A Landscape terminating with the Sea, and Ruins 
ON THE Shore. {Les mines au bord de la mer.) 

W. 203. B. 206. BL 309. 

On an eminence to the left are a cow, a man with a basket at his 
back, and a second figure. The ruins are in the middle distance in 
the centre of the piece. 

Dimensions: 2,4 — 4,7 (-061 — '120). 

States: 1st. The man on the lefl has no basket [Coll : A.] 
2nd. The man carries a basket [Coll : BM. A.] 
Coffy. Samed. BibL IX. 



B. 11. Landscape with a Pointed White Fence. {Lepaysage 

h la barrihrt blanche^ 

W.— . R 242. BL— . 

A double fence of pointed white palings encloses trees and build- 
ings ; upon a road to the right are three little figures. 

Dimensions: 3,5 — 6,4 ('089 — '163). 

States : 1st. The trees only partly shaded, the nearer line oi 
fence is in outline. [Coll: BM. C. H.l 

2nd. The nearer fence is crossed by horizontals, and the white 
spaces in the trees are worked over. [Coll : BM. A.] 
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This print, which Bartsch accq>ted as the work of Rembrandt, 
was rejected by Wilson, who describes a 1st State in his own pos- 
session marked in chalk P, de Koning, f, 1659, in what he believed to 
be the undoubted handwriting of the artist I have not seen this 
impression ; there are two in the British Museum with written in- 
scriptions ; the one has the letters /. k. 0,, the other has the same, 
with the date 1659. The writing in both cases is very old, brown in 
one, and in the other of the same Indian ink which has been used to 
give a slight tint to the shadows. If there were no other ground for 
attributing this print to Philip Koninck, the inscriptions alone would 
be hardly sufficient ; but a careful study of them and of the pre- 
ceding prints, and a comparison with drawings which are no doubt 
by his hand, a£ford some evidence, and I am, under correction, 
inclined to assign them all to him. The Coach Landscape belonging 
to his earlier, and this to his later time. 



B. 12. A Landscape with Fivb Cottages, unfinished. 

{Le paysage nonjmi,) 

W, 251. B. 255. Bl. — . 

Part of a village with five cottages, one only, that to the right, 
shaded and finished In the upper right is 1659, the 5 and 9 re- 
versed, and to the lower left the letters P. D. W. R. intertwined. 

Dimensions: 3,6— 2,6 (•091 — •066). 

[CoU: C. A.] 

Co^. Same d by Basan, without the cipher. 
Copy, By Vivares. Below is dans aucun CcUalogue cetevre de 
M. idariette. 

The occurrence of the P. in the cipher is, I believe, the only 
foundation for the assumption that Rembrandt's christian name was 
Paul ! The signature is assumed to be that of R. WiUem D. Poorter, 
who has reversed the order of his initials. 



K. 13. A Village separated by a Dyke. 

W. 254. B.— . BL— . 

A wide bank or dyke separates the houses of a village ; near the 
foot of a tree to the right are the letters P. D. W. R., the initials not 
of Philip Koninck, as suggested by De Claussin, but of W. R. D. 
Poorter. 

Dimensions: 3,0 — 7,2 ('076— '183). 

[Coll : C. A.] 
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K. 14. A LOW H0U8B ON THE Banks of a Canal. {La maisan 

basse au bord du canal.) 

W. 241. B. 245. BL 342. 

Above the long white roof of a low house placed in the middle 
distance is the top of a haybam; there are trees and a wooden fence, 
with a bridge and bank to the right ; in the left distance are seen a 
church spire and two small windmills. 

Dimensions: 3,0 — 8,2 ('076 — •208). 

States : 1st The roof of the haybam terminates in a point 
[Coll: BM.] 

2nd. The roof is truncated [Coll : A. H.] 

It is possible that this %nd State may only be the result of 
the wearing of the plate. 

One of the impressions in the British Museum is tinted, as is also 
one at Amsterdam ; the latter probably with printing ink. In the left 
foreground, not easily deciphered, are the letters P. D. W. R., the 
initials of R. W. D. Poorter. 



K. 15. Landscape with a Clump of Trees by the Road Side. 

(Le bouquet eParbres au bord du chemin,) 

W. 226. B. 229. BL— . 

The left side of the plate is unfinished ; a clump of trees is upon 
the right by the side of a road. 

Dimensions: 3,1 — 8,1 ('079 — '205). 

[Coll : P. A.] 

There is some resemblance in the technic of this print to the 
Landscape first described; but it is, I think, by Poorter. The 
Amsterdam impression is tinted. 



B. 16. Landscape with a Great Tree in the Middle. (Le 

grand arbre.) 

W. 238. B. 241. BL 340. 
A large tree worked in diy point nearly fills the print 
Dimensions: 6,4 — 5,1 ('162 — '129). 

rCoU : P.] 

M. Charles Blanc accepts this as the work of Rembrandt It 
is full of burr, but the technic of the figures and of the back- 
ground is so unequal to that of Rembrandt that I am unwillingly 
compelled to reject it; I have at present no idea to whom it should 
be assigned Only one impression is known. 
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B. 17. A Landscape with a Fisherman in a Boat. 

W. 253. B. — . BL — . 

A farmhouse is in the centre with its front gable to the right and 
sheltered to the left by round headed trees. In the lower right is a 
canal with a boat, in which are three figures. 

Dimensions: 3,2 — 7,1 ('oSi — 'iSi). 
[Coll : A-] 

B. 18. A Landscape with Two Fishermen. 
W. 255. B. — . BL — . 

Houses surrounded by trees are in the middle of the print beyond 
a road which crosses a flat wooden bridge over a canaL In the lower 
right are two fishermen. 

Dimensions: 7,1 — 3,2 ('iSi — 'oSi), 
[Coll : BM. A.] 



K. 19. Landscape with a Fisherman in a Boat. (Lepicheur 

dans une barque^ 

W. 239. B. 243. BL 341. 

Upon the river, which is in fix>nt, are two vessels under sail; on the 
left is the stem of another in which a man sits fishing. In the right 
background is a village with a windmilL 

Dimensions: 4,4— 5>S (•"«— •i39X 

rCoU : P.l 

Probably by the same hand as the last piece. 



K. 20. Two Decayed Thatched Cottages. 

W. 256. B. — . BL — . 

Seen in perspective and taking up nearly the whole of the print, 
in the left distance, is a village widi church steeple. 

Dimensions: 4,4 — 7,1 ('113— 'iSi). 
[CoU : P.] 

K. 2L Landscape with a Canal and Little Boat. {Le canal 

d la petite barque,) 

W. 236. B. 240. BL— . 

A large low thatched cottage is in the centre ; a river crosses the 
foreground, upon which is a boat, pardy cut away by the left plate- 
edge. 
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Dimensions: 8,5 — 7,1 ('215 — 'iSi). 

States: 1st As described. [Coll: P. H.] 
2nd, Reduced to 3,5 — 7,1 ('089 — -181). 



B. S2. A Cottage and a Bark filled with Hay. {La grange 

remplie defain.) 

W. 244. B. 248. BL 344. 

A Dutch bam filled with hay is to the left of a cottage before 
which are a barrier and a clump of trees ; in front is a canaL 

Dimensions: 3i9--6,i ('099 — '155). 
[Coll : A.] 

B. 23. An Old Barn. 

W. 257. B. — . Bl— . 

An old thatched bam; behind it to the right are a few bushy 
trees, a cart wheel is reared against it in firont, and on the left is a 
man with milk pails. 

Dimensions: 2,9 — 4,5 ('074 — '115). 

[Coll : BM.] . 

B. 24. The Hay Waggon. (Le chariot hfoin) 

W. 247. B. 251. Bl 345. 

An old thatched cart-shed roughly constmcted, within which is a 
hay waggon ; behind are buildings, and to the left a wdl, with a 
peasant drawing water. 

Dimensions: 2,7 — 5,2 (*o69 — '135). 

States: 1st, As described. [Coll : BM.] 

2nd. Reworked, the oval space between the boughs of the 
tree above die shed to the right has left-to-right diagonals. 
[CoU: BM. A.] 

Copy, By Baillie. Measures 2,9 — 3,2 ('074 — *o8i). I do not 
know this. 

R. 26. The House with Three Chimneys. {Maison aux trois 

eheminUs.) 

W, 246. B. 250. Bl. — . 

A large wooden house is on the right with high gable and three 
chimneys ; at its left are some low huts surrounded with trees, 
and in the distance rises a church spire ; a flight of birds is in two 
groups above. 
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Dimmsions: 3,5 — 6,4 ('089 — '163). 

[Coll: BM. A. H.] 

Copy, In pure etching, the work in diy point is wanting; by 
Basan. 

Copy. By Vivares, inscribed No. 88, Du SuppL au Cat. 

A. 26. A -Cottage with a Square Chimn^ and a Fisherman ^'.:. 
IN A Boat. (Mcuson depaysan avec une dutninke carrU,) 

W. 245. B. 249. BL — . 

A large cottage with a square chimney; trees and a haybam ; in 
front is a canal, upon which to the right is a boat with a fisherman in 
a stooping attitude. 

Dimmsions: 2,9 — 7,0 ('074 — '178). 

[Coll : A] 

A coarsely executed piece ; I am inclined to think by a later 
hand and belonging to a different schooL 



B. 27. Canal and Fisherman, and a Man wrni Milk Pails. 

(Le pay sage au ainal,) 

W. 252. B. 256. Bl.— . 

De Claussin and Wilson have both taken their description from 
Bartsch. It is veiy doubtful whether this print is now in existence ; 
the measiures given are 3,3 — 8*1 ('084 — '205). 



B. 28. The Village Street. (La rue du village.) 

W. 250. B. 254. Bl. 347. 

Two houses are on the right, of several storeys, with pointed 
gables ; above the roofs rises a tower. Cottages in die middle of the 
print form a street in perspective. 

Dinunsions: 3,3 — 6,2 ('084 — '158). 

Only known at Vienna, in the Imperial Collection at the 
Hoibibliothek. 



Landscape with a Wooden Bridge. {Le pont au hois.) 

W. 242. R 246. BL — . 

A two-storeyed house is in the centre, with three chimne3rs and two 
dormer windows. A thatched cottage seen on the left with a clump 
of low trees or bushes ; a canal or wharf at the right. 
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Dimensions: 3,0 — 7,8 ('076 — '198). 

Cofy. By Basan. The upright post rising from the water to 
the nght touches the plate-edge. 

Copy, By Vivares. Described, No. 83, Du Sttfi. 



K. 30. Landscape with a Little Figure of a Man. (Ze petit 

homme,) 

W.237. B.239. Bl.^. '^^f I J 

A little to the right is a small figure of a man; in the distance are ^ ' 

a church steeple and two windmills. I have never seen this print. 

Dimensions: given by Wilson, 1,0 — 8,0 ('025 — '203); 
given by Bartsch, 2 p, 10 1 — 7 p, 6 I 
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APPENDICES. 



A. 

In the upper right comer of the Print called The Coach Landscape^ 
in the British Museum Collection (Rejected Prints, No. i, p. 309), 
is impressed a collector's mark, which far too frequently will be found 
disfiguring many valuable prints. The design is a palette and brushes 
with the letter D. This was the stamp of one Dighton, a *■ bipedical 
serpent/ as Dibdin calls him, who, obtaining entrance to the Print 
Room under pretence of copying its special treasures, contrived to carry 
away from time to time some fifty or sixty of the rarest and finest of 
the Rembrandts bequeathed by Mr. Cracherode. It is hardly pos-' 
sible to explain the extraordinary negligence which rendered such 
depredations possible \ but so successful were the raids of this enter- 
prising thief, and so discriminating was his taste, that the Museum 
for the time was deprived of, among others, the earliest States of the 
Great and Little Coppenoly the Amoidus Thoiinx^ the Portrait of Jan 
Six, and even The Hundred Guilder itself. Dibdin's description of 
the recovery of these lost treasures and the escape of the offender is 
so racy that I make no apology for inserting it ' A very respectable, 
well-known, and intelligent print>vendor ' [it was the late Samuel 
Woodbum] — * whose name b^ns with a letter just as near the /ai7of the 
alphabet as that of the print-stealer does at the head of it — chanced, 
per varios casus, to have this very Coach Landscape submitted to his 
inspection by a gendeman who had bought it of the robber. Mr. 
(Woodbum) started back almost aghast '^ But this, sir," added he, 
with hurried speech and action, " can only be the copy, as the original 
is in the British Museum : however, let us go and make comparison." 
"Willingly," replied the unsuspecting gentleman. . . } They 
reached the Museiun, and began an instant and vigorous attack upon 
the Cracherode Rembrandts, but — no Coach Landscape was there. 
What shrieks were emitted, what consternation was expressed, what 
doubt, terror, and dismay naturally and quickly took possession of 
the whole Corps Bibliographique of the Museum it is not possible 
for me to express ; but the tiiief was caught, secured, and — dismissed I 
How dismissed ? Yes, notwithstanding the Statute laws of the realm 

* The omission is only of some very indifferent verses from Grirmmlt, A.D. 1693, 
8vo. p. 56. 
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fill twenty compactly printed and hugely girted quarto tomes, and 
that there are more Law Reports than were heard reports of cannon 
at the battle of Waterloo, still, a case similar to that of the Cracherode 
print-robber was not found to be amenable to punishment either in 
the aforesaid Statutes or aforesaid Reports, and ' (Dighton) ' was sent 
loose among other print collections without a hair of his head being 
touched. All that sagacity, prudence, judgment, and experience, and 
a proper respect for the memory of the dead could produce, was 
manifested by the trustees, but no punishment could legally ensue, 
for who could swear tq the identity of the property when the mark of 
such identity had been efiisiced? Other obstacles, not necessary to 
be here noticed, presented themselves, and the wretch was left to 
prowl at large without the brand of punishment upon his forehead. 
The affair produced a great sensation both among the unlearned and 
learned in Rembrandt matters. An indirect appeal was made to the 
purchasers of the stolen treasures, and, to the credit of most of them 
be it said, they were returned, with The Coach Landscape in the 
^ baigain.' [Bibl. XVIII. vol iiL p. 329 et seq!] 

Although the thief escaped all direct punishment, it is certain that 
the transaction did not prove a very remunerative one. His character 
was utterly gone, and with it most of his profits, for buyers thought 
it no longer safe to purchase from or employ him ; and it has even 
been suggested that, in making unwilling restitution, although some 
comparatively unimportant prints were still missing, he was, uninten- 
tionally of course, mulcted in others which more than compensated 
for their loss. 

B. 

Among other curious MSS. and letters w^^ich have passed through 
my hands during the progress of this work, not the least interesting 
are those which have been kindly lent to me by Mr. W. F. Tiffin, of 
Salisbury, and which came into his possession on the death of his 
father, Mr. William Tiffin, so well known and so much respected by 
the elder generation of amateurs. Among these are autograph 
notes by Thomas Wilson (author of the Descriptive Catalogue, Bibl. 
VII.) upon the Rembrandt Collection at Amsterdam, comparing it 
print by print with his own, which, from the careful observations 
recorded, he had no doubt taken with him to Amsterdam for the 
purpose. He remarks upon the occurrence of the third tower (in the 
Flight into Egypt, No. 236) j tells us that the 1st State of the Christ 
preaching to the People, at Paris (No. 229), is 'here considered a 
trick,' a fact he had not suspected when he published his catalogue; 
and describes the Dutch inscription on the back of The Hundred 
Guilder (see p. 214) as having so close a resemblance to an inscrip- 
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tion in pencil at the back of his own impression of the Angel appear- 
ing to the Shepherds (No. 91), that he does not hesitate to express his 
belief that this latter Print was given by Rembrandt himself to the 
same person to whom he presented the Museum impression of The 
Hundred Guilder, 

But the MS. which has occasioned me most perplexity is a 
beautifully written and boimd catalogue of a Collection unknown, 
on the fly-leaf of which is pasted the printed label of A, G. Thiermann^ 
Foumissier^ etc of Berlin^ and on the second leaf the autograph ojf 
Samuel Woodbum. The water-mark of the paper is 1838, the Nos. 
used are those of Bartsch, and out of the 375 pieces enumerated by 
him only thirty are wanting ; the catalogue is in French, but French 
certainly written by a foreigner, and the number and variety of the 
States described are simply incomprehensible. It is impossible they 
can all have been real, and yet they are apparently described in all 
good faith. Thus of Rembrandt and his IVife, Bartsch 19 (see 
No. 128), a ist State is described with the head of a Moor behind 
Saskia's chair, and with two feathers in the hat of Rembrandt, ' ^preuve 
dans le goQt du lavis et de la plus grande raritd ; ' in the 2nd State 
the head of the Moor and the second feather are gone ; in the yd 
the whole plume is suppressed. Of Rembrandt in a Mezttin Cap and 
Feather^ Bartsch 20 (see No. 134), five States are described, marked 
by the occurrence of * a little head traced at the top,' * two feathers 
in the hat,' and so oil Of Abraham with his Son Isaac, Bartsch 34 
(see No. 220), there are two States : ' u/, at the left upon the bank 
we see the knife of sacrifice, and the cords for the victim ; 2/1//, these 
are erased.' I have never yet seen impressions with these acces- 
sories, or with the marks of their erasure. The finest impression of The 
Hundred Guilder (there are six) is described as ^from the Cabinet of 
the Burgomaster Six ;' but this is not a sufficient due, since Jan Six, 
the friend of Rembrandt, may have been intended. There are three 
States of The Prodigal Son, sl dog appearing in the ist, etc. etc 

I strongly suspect that the greater part if not the whole of these 
States are ' supercheries ; ' the impressions so tampered with must 
have existed, but where are they all gone to ? I have indexed several 
thousand impressions of Rembrandf s etchings or copies from them, 
and yet I cannot find a record of any one of these so carefully 
described. The collection may still be intact, and, if so, will possibly 
some day appear in the sale room ; when it does, the representatives 
of the artist who has invented these States will probably have reason 
to regret the misdirected ingenuity which has deprived veritable 
impressions of three-fourths of their value. 
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Though I have as yet been unable to obtain any particulars of the 
private life of John Augusdn Wttenboogaert (No. 138, p. 1 2 1), some in 
teresting evidence exists of his liberal and judicious patronageof art and 
artists, and of the large sums he expended in the purchase of rare and 
precious drawings and engravings. Jean de Bisschop (J. Episcopius), 
when publishing his ' Signorum Veterum Icones/ addressed the second 
dedication ' Amplissimo Viro Joanni Augustmo Uitenbogardo Ordi- 
num Hollandiae in territorio Amstelodamensi Quaestori ;' and one 
part at least of the Receiver's extensive Collections is still preserved 
intact In the Museum of Amsterdam is his own portfolio of the 
works of Lucas van Leyden ; and with them a sheet of paper on which 
is an inscription in a handwriting of his own time, literally as follows 
(the division of the lines is marked by |) : ' Qusecunque hoc libio 
continentur | Lucas Leydensis Pictor et calcochraphus Hollandus | 
delineavit ac schulpsit | et in unum hoc volumen i in setemam in- 
comparabilis viri memoriam | summo studio et labore | nee non 
minoribus expensis | per quinquaginta annos | loannes Wtenbogaerdt 
I illustrium et prestentum dominorum ordindm Hollandias et West- 
vrisias I Rei publicae Amstelodamensis publici ^rarii Tribunus | Col- 
legit ac digressit | ab | Anno 1630 usque ad annum 1680 | Natus 
Anno 1494 obiit A® 1533 ^tatis suas 39.' In the University Library 
at Cambridge existed a mysterious folio, seventeenth century in bind- 
ing and appearance, in which was a somewhat miscellaneous collection 
of Rembrandt's etchings ; no inscription or private mark, though care- 
fully sought for, afforded any clue to the original owner. Can this 
volume also have come from the Receiver ? and had its first resting 
place on the Library shelves of the country house seen in The GM- 
weigfitf's Fkld'^ 

Three parts or fasciculi make up the whole volume of the work 
of Jan Bisschop as it is now found in the British Museum. The dedi- 
cation of the second part is given above ; the addresses prefixed to 
the others, in Latin and in Dutch, are of no less interest to students of 
Rembrandt. They are inscribed, the first to Huygens, the third to Jan 
Six, and run as follows : ' Nobilissimo Viro Constantino Hugeni C F. 
Zeelhemi Toparchae;' the other entitled *Paradigmata Graphices,' 
etc , and dated 1 6 7 1 — * Amplissimo Viro Johanni Six Urbis Amstelo-da- 
mensis £x-Scabino'(in the Dutch, Oui-Schepen der Stadt Amsterdam). 
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D. 

The history of the Oenon Collection of the Etchingc of Rembrandt 
is sufiiciendy interesting to warrant a further notice. 

It was formed in the first instance by Jan Petersz. Zoomer, who, 
though a much younger man, has inscribed himself on the back of an 
impression of the Hundred Guilder as one of Rembrandt's friends. 
It is not improbable that this was written after Rembrandt's death. 
An Old Dutch inscription, assuming to be in Zoomer's handwriting, 
accompanied the Collection, in which he declares that it is complete, 
and includes all the variations and retouches, that the impressions 
are of the highest quality, and that to bring them together has been 
the work of many years. The Collection next passed into the hands 
of the Zanetti family at Venice, with whose descendants it remained 
until 179I1 when, enshrined in three superb folios, bound in morocco 
and doubly gilt, two bearing the impress Nom de yisus, the third 
that of Ze grand Atgle^ it became part of the artistic treasure amassed 
by the Baron Denon. Denon died in 1826, and in the following 
year these volumes were offered for sale (the catalogue compiled by 
Duchesne), but withdrawn. In 1829 Samuel Woodbum entered into 
negotiations with the Baron's executors, and finally obtained the 
three volumes entire for 40,000 francs. They were brought to 
England, and first opened in the presence of Sir Thomas Lawrence 
and Mr. Thomas Wilson, who lost no time in securing some of their 
contents. The rest, and by far the larger part, were disposed of by 
Woodbum, enriching the cabinets of the liberal amateurs of the day. 
The destination of the more important prints is known ; and I 
am not entirely without hope, that most of the others may yet be 
traced ; my researches so far have tended to confirm the opinion, else- 
where expressed, that the variations which mark the later States of 
Rembrandt* s etchings are in the majority of instances the work of 
other and of inferior hands. 
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The CiUaiogius of Rembrandfs Prints are placed first^ in the order 

of their appearance. 



1. Gerssunt * Catalogue raisonn^, etc' Paris, 175 1. 8vo. 

2. Gersaint The same translated into English. Published by T. 

Jeiferys. London, 1752. Sm. 8vo. 
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Abraham wUh kis Son Isaac^ 331 

Adveru Fortune^ l83, 196 

Albertina, 67 note 

Altdoffer, zzT 

Aiiiatel, Coroelis Ploos Tan [bom 
at Amsterdam, 1732. Bryan gives 
a list of his plates executed in 
imitation of the drawings of the 
most celebrated Dutch Masters. 
BibL xii.], 94, 320 

Amsterdam. The nucleus of the Rem- 
brandt Collection, which now numbers 
rather more than one thousand pieces, 
was brought to Amsterdam, in 181 6, 
from the Royal Library at the Hague. 
It has since been enriched by the 
addition of many fine prints from the 
Collections of I>e Fries, Josi, and the 
Baron Verstolk de Soelen, and others. 
It contains some of the rarest of the 
master's works, and is only second to 
the superb collection in the British 
Museum 

Andreosj Saie^ 286, 288 

Aiidrew*8 ColL [Andrews was a print 
dealer whose stock-in-trade was dis- 
persed after his death. The sale 
took place Nov. 11, 1814, and 
three following days], 94 

Angd appearing to the Shepherds^ 321 

Angel, Philip, 1 

Arenberg:, Due d', Coll. 131, 166, 245 

Artist drawing from a Model^ 139^ 
267 

Ashburton Coll. 160 

Astley, Sir Edward, Bart, ColL 
[purchased entire from Arthur Pond ; 
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sold at Sir Edward's death by Lang- 
ford of Covent Garden, March 1760, 
and * eighteen following evenings, 
Sundays and Easter holidays ex- 
cepted.' The Rembrandt etchings 
appeared, mostly in lots of from two 
to eleven or twelve, towards the end 
of each day's sale, and the prices 
realised, though extremely low, were 
on the whole rather above the 
average obtained for the other 
prints. The Hundred Guilder on 
India, the impression now in M. 
Eugtee Dutui^s Collection, brought 

Ayleaford ColL [One of the finest 
collections of Rembrandt's etchings 
Mras this, which, with great taste and 
liberality, was formed by the late 
Earl of Aylesford. Hb lordship's 
MS. catalogue is preserved in the 
British Museum, but a bare enumera- 
tion gives very little idea of the value 
and rarity of the impressions which 
it indexes. When in 1846 the col- 
lection was privately purchased by 
Messrs. Woodbum, a selection of 
sixteen of the finest passed into the 
collection of Mr. K. S. Holford; 
among these were the \st State of 
The Sabre Prints as it was called. 
No. Ill; the \st of The Great 
Coppenolt No. 174 ; and the znd of 
The Portrait of Jan Six^ all of which 
were contributed to the Rembrandt 
Exhibition of 1877. Others passed 
into the Hawkins Coll., and thence, 
through the hands of Messrs. Col- 
naghi, to the portfolios of his Grace the 
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Itidex, 
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Duke of Bucdeu^; others again were 
secured by the Trustees of the British 
Museum. Students will frequently 
meet with the Aylesford stamp, a 
coronet with the letter A. As a 
general rule the prints upon which it 
is impressed are fairly good, while 
some are of the very highest merit ; 
it is unlike, in this respect, to the 
initials of Esdaile and the marks of 
some more recent collectors, which are 
often no evidence at all of the value, 
intrinsic or otherwise, of the impres- 
sions they defeature rather than dis- 
tinguish], 94» X33» Z39» 214, 23a 



Willuun [bom 1723, near 
Carlow;died Dec. 18 10. Atone time 
a captain in the 17th Light Dragoons ; 
an amateur engraver and etcher. One 
hundred and thirteen ' engravings after 
pictures and drawings in the Earl of 
Bute's and various other collections, 
by Captain William Baillie,' were 
issued by Messrs. Boydell, % vols. 
1803], Z20, 2Z3, 2Z5, 2x6, 225, 29Z, 

a99»3i5 
Baring:, Sir Thomas, Bart [his 

collection of etchings and engravings 

fonned a five days' sale at Christie's, 

May, 1 83 1. The Rembrandts, many 

of which were of very high quality, 

numbered 129, and realised 628/.], 

143 
Barnard, John [this amateur formed 

a very extensive and rich collec- 
tion of prints and books of prints 
which, after his death in 1797, were 
sold by T. Philipe, April-May 1798. 
The Rembrandts numbered 435, and 
appeared towards the end of the 
twenty-seven days' sale], 22, 145, 
157, x6o, 2x4, 3XX 
Bartacfa, Adam von [Iwm at Vienna, 
1737 ; died 1821 ; keeper of the 
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Royal Library at Vienna ; author of 
the well-known Catalogue, Bibl. v ; 
an etcher and engraver. Charies le 
Blanc gives a list of 505 engraving 
by him, chiefly after the Italian 
masters. Le Blanc, i. 175], 1x8 

Baa, James Philip le [bom at Paris, 
1708; died 1782], X76 

Basan, Francis [bom at Paris, 1723 ; 
died 1790; author and engraver; 
published * Dictionnaire des Gra- 
veurs,' Paris, 1767. Having become 
possessed of many of Rembrandt's 
original plates, he printed from them 
and published 'Recueil de Quatre- 
vingt-cinq E^tampes originales dess. 
et grav. par Rembrandt,' to which 
he added thirty-five copies by him- 
self and Watelet of Rembrandt's 
rarer etchings. The published price 
was 96 livres. This volume is now 
very rarely to be met with; those 
into whose hands it came having 
found it more profitable to sell the 
prints firom Rembrandt's plates sepa- 
rately. The plates became afterwards 
the property of one Jean, aprintseller 
in Paris, and at his death were in- 
herited by his widow. La vemre 
Jean seems to have made unscrupu- 
lous use of these plates, and many 
impressions of later States, printed on 
thickish modem paper with laxge mar- 
gins, or on paper of a slightly yellow 
tone, without apparent watermarks, 
in fine condition, and free from stains 
of age and soiling, were issued from 
her press], 40, X04, xxs X37, X44, 
XS7. xS9i i9i» «», 256, :26x, 273. 
298, 3x0, 3x2, 3x7 

Baiiae, John Frederick [bora at 
Halle, 1737; died at Weimer, 1814. 
A list of his engravings, mostly por- 
traits, will be found in Nagler], X33 

Befaam, Bartold, aanr 

— Hans Sebald, xxv, 97 

Bell, Thomas, ColL, ^ox 

Berch, J. L. C. van den, x86 

Beris^hen, le Chevalier de [an 
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BICKHAM 

eminent French amateur, whose rich 
collections were at his death acquired 
for the Royal Library at Paris], 2x4 

Bickfaam, Georg^e [the Elder. An 
English engraver whose works are 
dated from 1709 to 1752 ; they have 
very little merit], 330, 275, 276 

Bie, Coraelis, xzzriii 

Bisschop, Jan de, 322 

Bland, E., 93 

Boetzel,256 

Boey, i6z 

Bol, Ferdinand [pupil of Rembrandt, 
bom 161 1 ; died 1681], xzviii, 38, 

do, 90, 138, I30» i^ X71. 173. x82, 
194, 196, 251, 253, 254» 269, 270 

Bonus Ephraini^ zz 

Boortena, Marie, 273 

Boflch, van der, 132 

Both, Jan [the well-known painter, 
etc; bom 1610], 22, 116 

Bretbefton, James [a drawing master, 
amateur etcher, and printseller of 134 
New Bond Street ; he has left a few 
indifferently executed original works, 
but was more successful as a copyist. 
His fine collection of etchings and 
engravings by various masters formed 
a five days* sale at Christie's, Jan.- 
Feb. 1799], 25, 39, 40, 100, 114, 122, 
z88, 222, 28s 287, 290^ 294, 304 

Brig^htweU, Lucy [this lady was 
living at Norwich in the early part of 
this century. I can learn no par- 
ticulars of her history \ other etchings 
besides these copies are occasionally 
met with], 285, 286, 287 

British Museum. The Rembrandt 
Collection preserved in the Print 
Room of the British Museum is with- 
out exception the finest and most 
comprehensive in existence. In the 
year 1799 the Rev. Clayton Mor- 
daunt Cracherode bequeathed his 
extensive and valuable library, to- 
gether with what Dibdin calls * his 
natural and artificial curiosities of 
every description,' to the Museum. 
The bequest was » truly noble 
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one, and for some years the books 
were arranged in a room by them- 
selves. His collection was par- 
ticularly rich in early coins and 
gems ; it comprised also a large 
number of drawings, engravings, and 
etchings, many of them of the highest 
value both for rarity and excellence. 
Among these were the Rembrandts 
which form so large and important a 
part of the present collection. Since 
the day when they were deposited in 
the Museum many valuable additions 
have been made, chiefly by purchase, 
fix>m the Howard, Harding, Aylesford 
and other important Collections. 

Brodhurst, Henry, £sq.,.Co]L 144, 
Z49, Z59, 288, 29Z, 294 

Bnndgeest CoU. 192 

Bron, de, Z3Z, z66, 245 

Bruges, van, CoIL Z2Z 

Bncdeng^h, His Grace the Dnke of, 
ColL 59k 98, Z20, Z27, 132, 143, 
I50> Z58, 2Z4, ?32, 247 

BncUngham, His Grace the Dnke 
of, Colt [the collection sold by 
Phillips of New Bond Street m 1834. 
An eight days' sale in May, followed 
by a ten days' sale in June. The 
Rembrandt etchings, about 230, ap- 
peared on the 1 2th to the 15th days. 
The final portion formed a twelve days' 
sale in July of the same year], 258 

Biiz^er, W. 41 

Bttigy, Amade de, ColL [the sale 
took place at the Hague in June, 
1755. The catalogue is in Dutch 
with a French translation, and, as with 
the Dumesnil, the translator was not 
particularly happy in his rendering of 
the original. Thus the Portrait of As* 
selyn^ \st State^ is correctly described 
as *■ met den £zel agter zig,' i.e. with 
the easel behind him. Unluckily 
the Dutch word *ezel' has two 
meanings, and the translator, select- 
ing the wrong one, describes the State 
' avec I'Ane derri^re lui.' See Bibl. 
vni. ii. a9L x» 204 



332 



Index. 



BURLINGTON 

Bariington Fine Arts Club ; see 

Kembrandt Exhibition of 1877. 
Boraet, John [born at Edinburgh, 

1784, Otley says 1781 ; died 1868 ; 

author, painter and engraver, Bibl. 

3dv. XV., etc.], 118, 152, 209, 234, 

236, 238, 291, 294 
Byron, Hon. and Rer. Richard 

[brother of William, fifth Lord Byron ; 

died 181 1], 26s 266, 289^ 290^ 29s 

296, 298, 299, 300, 303. 306, 307 



C. 



ColL The Rembrandt 
Collection in the Fitzwilliam Museum 
at Cambridge, though at present 
somewhat deficient in the earlier 
States of certain important prints, is a 
very valuable and extensive one, and, 
speaking generally, is in unusually 
fine condition. It has been formed 
from two large collections, the one 
bequeathed to the University by the 
late Viscount Fitzwilliam, and which 
was, in Dibdin*s time, believed to be 
the most complete private collection 
in England; the other acquired in 
the early part of the i8th cehtnry for 
the University Library. It was from 
the latter collection that the dupli- 
cates, which appeared in Messrs. 
Sotheby's sale room in the spring of 
this year, 1878, were taken ; the 
selection having been entrusted to 
Professor Sidney Colvin (Slade Pro- 
fessor), assisted by G. W. Reid, Esq., 
Richard Fisher, Esq., and the author 
of this Catalogue 

Campbell, J. [an engraver of no par- 
ticular merit, working about the 
Middle of the i8th century], 299 

Campion, Charles [Count de Tersan, 
bom 1744; died 181 6 ; an amateur 
French etcher and engraver. Bryan 
(Bibl. xii.) gives a list of 19 plates 
executed by him ; they have very 
little merit], z8i, 210, 248 



CRACHERODE 

Caracci, Annibal, 282 

Carew, Rt Hon. Reginald Pole [an 

amateur of great taste and judgment. 
He, dying in 1834, left a very choice 
collection of prints, selected chiefly 
from the Barnard, Baring, Hihbert, 
and Bute Collections, and from that 
of John Chalon, etcher and amateur, 
which had passed into the hands of 
his son-in-law. Christian Joa. The 
collection, containing 320 Rembrandt 
prints, formed a three days* sale by 
Wheatley, May, 1835], 7© 
Carpenter, W. H. [late Keeper of the 
Prints in the British Museum], 80, 

xS3f 172, 193 
Cats, Jacob, zo8, 109, z6i 

Chapman [an amateur of whom I know 

nothing], 53 

Cheney, Edward, Esq., ColL 242, 

XS3 
Christ preaching to the People^ 255, 320 

chronolog^ical arrangement, xiii 

Clansstn, le Chevalier Joseph de 

[author of the Catalogue Bibl. vi. 
He etched about 200 plates after 
Rembrandt, Paul Potter, Dnjardin, 
and others, chiefly of the Dutch 
school], 26, 38, 69, 70, 71, 72, 76» 

88» 9O1 94> 9S 97» "«» xi& X'^ 

13s. asxi 258 

Coach Landscape^ 308, 319 

Cochin, Charles Nicolas [the copyist 
was the younger Cochin, bom 171$; 
died about 1788-90. See Bryan 
(Bibl. xii.) and Dumesnil (xviiL A.)], 
z88 

Constanter, z6z 

Cooper, Richard [an engraver, work- 
ing about the years 1750-60], i8o^ 

copies, remarks upon, xii 

Copse and Palings^ 307 

Cracherode ColL [the Rev. Clayton 
Mordaunt Cracherode, bom 1729; 
died 1799; buried in Westminster 
Abbey ; bequeathed hi^ varied and 
extensive collections to the British 
Museum. Among these were many 
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most valuable prints, including not 
only an extensive series of British 
portiaits, but a large proportion of 
the finer Rembrandt etchings which 
form the Museum Collection. For 
an account of the robbery of a portion 
of these etchings see Appendix A], 
loi, z8a, 2X4, a8^ 3X9 
Cnmano [I have been unable to find 
any information whatever about this 
amateur, bttt believe he worked about 
the latter part of the eighteenth cen- 
tury], as 33» 55. 57. 64, 77. 79. te. 
83. 8S 93. 94* "2, ZZ4, zzs Z22, 
zj^ Z79, aSo, a8z, 289, 29Z, 295, 

20(k Via 



D. 



Danckaerts or Oanckertt, Jnstui 

[probably the copyist was the Justus 
Danckaerts who was bom at Ant- 
werp in 1600. A family bearing this 
name had long been known in Hol- 
land. There are some indifierently 
executed etchings by John Danckerts], 

4a»55 

— , C. [a member of the same fieimily 

as the above], 93 
Death of the Virgin^ za4 
DecolUUum of St, John the Baptist, 

258 
Delffy Z06 
Denim, the Bazoo [see p. 1 19 note], 

ZZ9, Z78, 2x5. Appendix D 
— fhe engzarer [see p. 191 note], 

7S zz8, ZZ9, XS9, Z69, Z73, 20Z, 

2Z5, 238, 239, 24Z 
Dent, St. John, Esq., ColL Z84, 29Z 
Deacamps, 2Z7 
Descent from the Cross, xxzi 
Denchar, David [etcher and seal 

engraver (Bibl. xvii.)], 25, 27, 38, 

39. 4«. 51. 57. 8z, 83, 87, ZZ4, 

xa3. X3X. 134. »<^. »7x. 180. 189, 

2(^ 

Didot, Ambrose Firmin, CoU. [a very 
well selected and comprehensive 
series of Rembrandt etchings ap- 
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peared at the sale of this collection, 

Nos. 718 to 1 113, in the spring of 

1877], 260, 262 
Dietrich, C. W. £. [probably the 

well-known German artist of the 1 8th 

cent.], 222 
Dighton, 3Z9, 320 
Don, Gherard [pupil of Rembrandt ; 

bom 1613; died 1674], xfiii, z8z, 

Z97, 200, 2Z0, 239. 2^ 
Douce, Dance of Death, VSl 
drawing or pencil woric upon Prints, 

50^ 53, zz8, ZZ9, Z27, Z42, ZS3, Z78, 

199.227 
drawings, in pen or pendl, by Rem- 
brandt, or attributed to him, zlix, 

23. TSI^ ^ 97. xa6, Z33. 164. i74. 
z82, Z97, Z98, 203, 226, 246, 250, 
265, 266, 267, 269, 280, 283, 286, 
288, 296,299 

Driving out the Monty Changers, 



Dumesnil, A. P. F. Robert— [the 
collection of this amateur was sold by 
Phillips, at 73 New Bond Street, in 
1836. The Rembrandts were Lots 
I to 328 ; the catalogue was drawn 
up by Benard. The prices realised 
were singularly unequal. Thus a fine 
impression on India of The Hundred 
Guilder brought only 16/. i6f., while 
a 1st State of Lazarus Klap reached 
12/. I2J. An absurd error appears 
in the English translation kA the 
catalogue. 'Vast Portrait of the Young 
Haring is described, 'La planche 
enti^re, avec le tringle \ la f^netre,' 
rendered thus, 'Lot 256. Young 
Haring, md State, the plate being en- 
tire, with the triangle at thewiptdbw*], 

X2S 174 
Diirer, Albrecht, xzr, Z82, Z90, 206, 

2Z7 

Dutuit, M. Eugtoe, ColL zz8, Z57, 
203, 2Z3, 2Z4, 242, 272, 284, 302 



E. 



Eastlake, Lady, Z9Z 
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Ecce Homo, The, 3UC», 176 

Eckhoiit» Gerbrand Tan [pupil of 
Rembrandt ; bom 1 610 (?) Of his 
history little or nothing is known], 
zzviiiy 266 

Emmenon, Thomas, CoIL [his col- 
lection sold at Christie's, 1819, 1832, 

1837], 19a 
Ennard [a copyist, unknown], zz8y 173 
Emlaile CoH [Mr. WUliam Esdaile's 
collection of prints and drawings was 
sold at Christie's in 1840. The Rem- 
brandt etchings, numbered from 605 
to 884, appeared on the fourth and 
fifth days. The impressions were of 
very unequal merit. The gems of 
the collection were a \st State of The 
Hundred Guilder, now in the cabinet 
of Mr. R. S. Holford ; an extremely 
fine Old Haring, and \st States of 
the Young Harm^, and of Rembrandt 
drawing. The collection known as 
' The Lawrence drawings * was sold 
on June 17, 1840], 2x4, 309 



F. 



Fauttus, Z56 

Fesch, Cardinal [the descriptive 
catalogue of his gallery was drawn 
up by George at Rome in 1841 ; 
the catalc^e for sale in 1844. ^^ 
the second part, page 210, is Lot 191- 
89, Portrait de Justi Lipse ; it had 
previously been described only as 
No. 89, Portrait d*un grand mMte, il 
est peint par Rembrandfl, 133 

Fisher, Richard, Esq., CoU. 202, 
2x3, 2ZS 239, 288 

Flamens;, Leopold, 2x6, 275 

Flight into Egypt^ after Elzheimer 
(No, 236), 226, 320 

Fight into Egypt {Ho. 184), 85 

Flinck, Govaert [pupil of Rembrandt, 
bom 1615 ; he is not known as an 
etcher ; died 1660], X08, X09, X84 

Folkema, Jacob [bom at Dockum in 



GOUDT 

Friesland, 1692, best known as an 
engraver of portraits and vignettes 
for the booksellers ; was a pupil 
with Picart; he died 1767], 258 

Franst, Abraham, 148 

Frenzel ColL, X33 

Fries, Count de, Coll. [this collection 
passed into the hands of an English 
dealer, W. Mellish; the drawings were 
sold privately, the prints afterwards 
appeared at an auction in 1824. The 
signature of F, Rechherger is gene- 
rally found at the back of the prints 
fipom this collection], 5x 



G. 



Galichon, Xmile, ColL [the sale took 
place in Paris in May, 1875, hsdi^ 
five days. The Rembrandt prints, 
about eighty, were mostly of the 
finest character], 126 

Garle, Thomas, ColL [This gentle- 
man's collection, especially ridi in 
Rembrandts and Ostades, was dis- 
posed of privately after his death in 
1856], 394 

Geddes, Andrew [bom at Edinburgh, 
1789 ; died 1844 ; best known as a 
portrait-painter; he etched a few 
plates, chiefly in dry point, after Rem- 
brandt and others, which show con- 
siderable ability; good impressions 
arc, however, very rarely to be 
found], XTtx, xoa 

Gefsaint, T. B. [author of the Cata- 
logue, Bibl. i. I know of no etching 
by him except these copies], zzx, 
xx8 

Gideon, Sir S., 2x4 

Goldweigher, The, 2x8. Appendix C 

Goll, T. D., ColL [I have been un- 
able to find any catalogue of his 
prints ; his sale of medals and coins 
took place May, 1794. He prob- 
ably disposed of his prints, etc, pri- 
vately], X92 

Gondt, Count de, 933 
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GREEN 

Green, Valentine [born 1739; died 
1813 ; engraver in mezzotint], 33 

Gtiffitbs, the Rev. John, D.D., 
Warden of Wadham College, 
Oxford, ColL, 151, 2x3, 2x5 

g^risaille, xpx note 

Grosvenor Gallery, 198 

Grottos, Hns:o, 98 

Gntch, Tan der [this name occasion- 
ally appears at the back of a print as 
that of a collector. His sale, a yery 
miscellaneous one, took place at 
Christie's, April 20, 1769, extending 
over four days. The lots are most 
absurdly confused; thus among others 
are 'a perspective machine and a 
spirit level,* and a little further on 
'Sixteen landscapes, etc by Rem- 
brandt'], 2x7 



H. 



Haarlem. The Rembrandts in the 
Teyler Museum at Haarlem form 
part of a munificent gift of works of 
art, etc. made to his native town by 

\ the late Mr. Teyler. As will be seen 
from the continual reference made to 
it, it is a very extensive collection, 
and the prints ar« mostly in fine 
condition 

Haden, T. Seymour, Esq., Coll. 
X14, 203, 266 

Haid, John Ellas [engraver in mezzo- 
tint ; bom 1 7 14. His work after 
Rembrandt is principally contained 
in a laige and very rare volume, 
published about 1780, and inscribed 
*T. Elie Raid, 4 Ausbouig'], 90, 
X79,22X 

Hall, Chambers, Coll. [many of this 
gentleman's prints and drawings 
were given to the British Museum : 
his fine collection of Rembrandts 
form the greater part of the Oxford 
Collection], 70 

Old Haring, The, X56 

Harman, Jeremiah, Coll. [The Ecce 
Homo appeared (Lot 92) on the 



HOWARD 

second day of the sale, May 18, 
1844], 192 

Harman Tan Rhyn, 72, 78 

Hazard, James [an English amateur 
engraver, settled at Brussels, where 
he died in 1787. His copies after 
Van Vliet are more successful than 
his imitations of Rembrandt], XX4, 
X2I, 26X, 290 

heEogniTure process, X35 
Herbert, Sir Thomas, Travels of, 

22X 

Hertel, Georgre Leopold, 95, 193, 

234.269 

— John George [there is some reason 
for believing that this and the pre- 
ceding were the same person. 
He was a designer and copperplate 
engraver, living at Ausbnrg in the 
earlier part of the l8th century, but 
is now best known as a copyist of 
Rembrandt], X2S Vj6y X85 

Hess, Carl [bom at Darmstadt, 1755 ; 
died 1828], X76 

Hibbert, Georigfe, M.P. [his collec- 
tion sold by Philipe, Warwick Street, 
Golden Square, April 1809 ; a fifteen 
days' sale. The Rembrandts, num- 
bering 388, appeared on the last 
three days], 70, x6o, 2x4, 258 

Holford, R. S. Esq., ColL, 53, 94, 

Z33> Z35f 13^ Z38> Zd9^ Z53> zS^r 

2x3, 2x4, 269, 293, 30X, 30S 306 
Hollar, Wenceslans [the well-known 

engraver, bom 1607; died 1677], 88, 

xx6,250 
HoUard [nothing is known of this 

amateur], 97 
Hoogstraten, Samnel van [pupil of 

Rembrandt, bom 1627 ; died 1678], 

xsdx, X08 
Hoabralcen, Arnold [pupil of Hoog- 

straaten, bom 1660 ; died — ? painter 

and author], zviii, mnrix, X47 
Houston, Richard [the well-known 

mezzotint engraver], X37 
Howard, Hugh [a large part of the 

collection formed by this amateur 

was brought tc^ether early in the i8th 
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HUDSON 

century, and comprised many rare 
engrayings and drawings from the 
portfolios of the Earl of Arundel and 
Sir Peter Lely. Some of its choicest 
treasures were disposed of privately, 
and so do not appear in the catalogue 
of the sale at Sotheby% Nov. 1874], 

i^ Z33f a68 

Hudson, Thomas [portrait-painter, 
bom 1 701], 2x4 

Hume, Sir Abrahsm, Bart [the 
greater portion of this collection was 
purchased from the Aylesford, Astley, 
Barnard, De Claussin, Hibbert, Josi, 
Mariette, Pole Carew, Woodhouse, 
and Worlidge Collections ; it com- 
prised 224 Rembrandt etchings, and 
was sold at Messrs. Christie's, June, 
i«761 37s 398 

Hundred Guilder^ The^ yyyi, zzziii, 
13, 89, 3X8, 330, 33X 

J. 

Jacob and LaboHy 3X3 

James, Rer. Burleigh, CoU. [this 
extensive Collection appeared at 
Sotheby's, May 1877], 293 

Jean, fhe Widow ; see Basan, 356^ 
361,273 

Jerome^ St. {No. 190), X70, X9X, 354 

— {No. 183), x83 

Jonckers, 97 

Joai, Christian, ColL [his prints, etc. 
sold after his death, in 1829, at 
Christie's ; a nine days' sale. The 
prices realised were singularly un- 
equal : ' a most brilliant impression ' of 
The Three Trees brought 12/., while 
the Hay Wagon R. 24 realised 12/., 
and a still inferior Landscape {see 
Daulby's Sup. p. 336, No. 3), 19/. 
Joai's son was at one time Keeper of 
the Prints in the British Museum], 
88, 90, X33, X93 



K. 



Kaiser, xi8 



LEWIS 

Kellen, J. PIl van der, ColL [a 

varied and extensive Collection, sold 
at Amsterdam, January, 1878; the 
Rembrandts were Nos. 1322 to 1382], 

Knigfht, Payne, 399 

Knowles, ColL 304 

Koninck, Philip [pupil of Rembrandt, 

bom 1636 ; died 1687], zzviiL 306, 

etc 
— Solomon [bom 1609. Followed 

the manner of Rembrandt, but was 

not one of his pupils], 3x3 note 
Kussel, X79 



Laing;, David, Esq., 23X 

Lanckrinck, Prosper Heniy [bom 
1628 ; died 1692 ; Page of Honour 
to Charles II. ; see Walpole's 
'Anecdotes of Painting,' voL iL p. 

483], 306 

Landscape, Early Momis^ Effect {No. 
303). 358 

Lastman, xliii, xo6, X79 

Lawrence, Sir liMis., ColL [fint 
passed to Samuel Woodbum ; was 
sold at Christie's in i860], 30X, 393 

Latarus IClap, 37 

Lecompte, Marguerite [of this artist 
I can leam nothing, unless she was a 
sister of Henrietta Lecompte, bom 
in Paris 1830], 304 

Leeuwen, Simon Tsn, YnriT 

Le Gros [an amateur painter and 
etcher, working at Vienna towards 
the close of the i8th century], 8x, 
86, X03, X33 

Lesson in Anatomy, 209 

Le Suenr, Nicolas [bom 1690 ; died 
1764. A French engraver; son of 
Peter Le Sueur, known as an en- 
graver on wood], X22 

Lewis, T. F. [I can find no notice of 
this amateur; he must not be con- 
founded with the well-known painter 
I. F. I^wis], x8i, x86 
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LEVDEN 

Leyden, van, ColL [dispersed at 

Amsterdam, September, 1 804] »23, Z53 

Lievensy Jan, adii note, 28, 32, 58, 

63» Z05, etc. • . . Z36, X77. XJH. ao3 
Linton, J. [an English portrait-painter 

temp. WUiiam III.], 95 
Liphart, Dr. Karl Edward von [his 
extensive Collection was dispersed at 
Leipzig, in December 1876 ; it con- 
tained 228 etchings by Rembrandt], 

134 
Longhi, Ginseppe [see Bryan], 207 

Luima^ 89, Z56 

— the yoons^er, 154 



Maberly, Rer. Joseph^ ColL [amateur 
and author^ BibL xxx. His collec- 
tion, sold at Sotheby's, in 185 1, con- 
tained some fine impressions of Rem- 
brandt's work], 30Z 

' maculature,' 2x3 

Malbeste, 193, 

Malcolm, John, of Poltalloc^ Esq., 
250,308 

Man lifting his Hand to his Cap^ 223 

Mander, van, zxxviii 

Mate Antonio, xxr, 2x4, 2x7 

Marcus [a dealer in prints at the close 
of the last century], 33 

Mariette, P., xxiii, 59, 172, 185 

— P. J. [his collection was sold in 
Paris, in 1775. A laige part of 
it found its way to England, and 
was offered, at prices affixed, at the 
Magazin des Estampes in Cockspur 
Street, April, 1776. The prices are 
curiously lowt thus for a fine 
Hundred GuOdeTy 5/. 51.; ^Thi UttU 
Jew Bride^ very fine and rare, ^s. 6d, ;' 
« TheliiiU Tomb, a fine print, ^s. 6d. ; * 
while for * The Passion of Christy by 
Van Uliet, 2/. 2/.' Bibl xxix] 

Marshall, Julian, Esq., Coll. [sold 
by Sotheby, June 30, 1864; a 
twelve days' sale. The Rembrandts 
appeared on the tenth day, Nos. 



NOVELLI 

1569-1634; though few, the impres- 
sions were very choice, and mostly in 
the earlier States], 2x7 

Marvy, Lewis, 291 

Master of X480, idii 

measurement of prints, ad 

Mercatns [I assume this to be the 
same person as Giovanni Batista 
Mercati, a Florentine painter and 
engraver, but I am unable to find 
the copy after Rembrandt to compare 
with the known work of this artist], 
176 

Meyssens, X07 

mezsotint, zidac 

Miens, Fraosz, X97 

Mirereldt, xo6 

Mitchell, VniUam, Esq., 198 

monogram of Rembrandt, xvii 

Morley, W. [an amateur etcher of 
great promise, but of whose other work 
or history I know nothing], 159, 27X 

Morrison, Alfred, Esq., 159 



N. 



Night Wateh, The, 

Nofblin, Jean Pierre [bom at Monte- 
reau, 1745 ; died at Paris, 1830; a 
painter and copperplate engraver; 
much of his work is curious from its 
minuteness and delicacy of execution; 
many of his plates are less than i in. 
in height; one even is "0x4 — *009, or 
less than ^ by ^ in. Engl. The 
most complete collection is probably 
that in the Biblioth^ue at Paris], 



Novelli, Frandsco [bom at Venice, 
1767 ; died i8j6 ; chiefly known to 
us as a copyist of Rembrandt ; part 
of his work was issued in one volume. 
Bibl. xxxiv.], 22, 27, 34, 5S 70, 86, 
xoo, XXX, xx2^ XX4, xx8, X28, X37, 
X44, X49, XS2, x6s 166, X67, X7X, 
X73, x88, X97, 209, 2x0^ 2xx, 220, 
236, 239b 2461 253, 256, 265, 27X, 
274.391 
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ORIENTAL 

o. 

Oriental Heads^ 40, Z09 

Criers, zxxviiii zl 

OrerUet, Anton [of Antwerp; an 
engraver who has left some original 
works as well as copies after Rem- 
brandt, Ostade, etc ; the date of his 
birth is not known, but on his plates 
we find the dates 1760 and 1761], 
41, 123 

Oacford. The Oxford Collection of 
Rembrandt's etchings forms a part of 
a noble bequest of prints and draw- 
ings made to the University by the 
late Chambers Hall, Esq. Though 
containing many fine impressions, it 
is far from complete, and is in fact 
the smallest of the six Public Collec- 
tions to which reference is made in 
this Catalogue 



P. 



palntins^ or grisaille, 33> 40» 84» 99i 

136, 191. «98. 207. 233 

Palmer, C. J. [this collection formed 
a five days' sale at Sotheby's, May 
1868. It contained among other 
Rembrandt etchings of the highest 
class not only a ix/, but two impres- 
sions of the 2nd State of the Htmdred 
Guilder^ 2x5 

Paris. For an admirable and most 
interesting account of the magnificent 
collections of prints in the National 
Library at Paris, the student should 
consult a small volume entitled, ' Le 
D^partement des Estampes ^ la Bib- 
lioUi^ue Nationale, par le V** Henri 
Delaborde.' Paris, 1875. 

Peters, 43, 93, zi8, 223 

photograTure, 153 

Pinas, Jacob, zliii 

Ploos Tan Amstel ; seeAmstel 

Pole Carew ; see Carew 

Pond, Artfanr [painter and engraver ; 
see Bryan], 2x4 



RESURRECTION 

Poorter, Willem de [a pupil of Rem- 
brandt of whom little is known. 
Vosmaer mentions paintings by him 
at Brunswick and Dresden ; there is 
one, of very little merit, in the Boy* 
man's Gallery at Rotterdai^ ; I know 
of no others ; four or five appear 
in the sale catalogue of Nicholas van 
Suchtelen of Hoom, April 17 15, but 
this is the only catalogue in which I 
have found his name], zxviii, 309, 

313.3x4 
Posonije, CoU. [sold in Paris, 1867], 

304 
Prester John (Herbert's Travels), 



price. Sir Charles R. [only two 
Rembrandts appeared in his three 
days' sale, February, 1867 : The 
Hundred Guilder^ and a fine im- 
pression of The Three Trees], 21$ 

Prodigal Son^ The^ Txxi, 32X 



Q. 



Questiers, x6x 



R 



Rembrandt, date of birth, zl 

Rembrandt Exhibition at the Bnr- 

lington Fine Arts Clnb, X877, zit, 

S3, 72, ^ XX4, 120, X33, 13s 136. 

X38, X42, X44, X49, 151, 153, X57, 

X58» X59» i84» «», 203, 207, 2x3, 
239, 269, 284, 286, 288, 29X, 293, 

30x» 30s 306 
Rembrandt and his Wife, 321 

Rembrandt in a Meutin Cap, 33X 

Renesse, C A. [a pupil of Rembrandt, 

of whom nothing is known except 

what may be gathered from his 

works, in which he ably imitates the 

master : he flourished about 1649- 

1669], 87 

Resurrect i^m of Lazarus; the larger 

print, x8x 
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Rimmdim of LoMona; the smaller 
print, 190^220 

RiddeTf Jan [probably mn anuiteiir; 
I know nothing beyond his namel 
Z89 

Robert, ColL, ao6 

Rodennost [a disciple, though pro- 
bably not a pai»l, of Rembrandt ; 
flonrished about Z640I 173 

Rotey, dn, CoO. 146 

Rnbena, Z06, Z2S 262 

RnateUy Wtlliam, Esq., zlii note. 

S. 

Sandnftf zrifl, nodae; see Bryan 

Sardi (see Nagler), 38, 2x9, 294 

Saskia, xlisi 

Savry, Soloiiiont 97, zo8, Z26, Z73, 
Z82, Z9S 2S3 

— Sebaatlan [probably an error for 
Solomon^ Z93 

Scfaettema, zz8 

Scfamidt, George Frederic [bom at 
Berlin, 1713; died 1775 ; was a pupil 
at Paris of Nicholas Larmessin. His 
cngrated works amount to about aoo 
pieces. In 1762, when he had re- 
turned to Berlin, he began his imi- 
tations of the style of Rembrandt], 
94,zo6,z22 

Sdhongaaer, viti 

Schooten, Jofis vUt xl9 note. 

Sdmrmaiiii, z6z 

Seghen, Hercolea [bom 1625 ; died 
1679. Though we do not know him 
to hare been a pupil, he, to a certain 
extent, showed himself a disdple of 
Rembrandt], 232, 333 

Semti, le Camdier [a collector liying 
at Florence, whose prints after his 
death in i8t6 were sold by Stanley. 
The Rembrandt etchings appeared 
on the third and fourth of the six 
days* sale], 2S3» 274 

Seymour, H. Danby, Esq. (the late). 

Six nm HiUegooi, Mr. J. P., Z36, 
I37»X98 



UYTENBOGAERD 



Stjc's Bridge, 

Six, Jan, Portrait of, 2z8, 322 

— Willem, CoU., Z9Z, 30Z 
Sloaae, Hass, Coll., 2Z4 

Smith, J(to and George {George 
known as Smith of Chichester, bom 
1 7 14 ; died 1 776. Both were painters, 
but probably George was the etcher], 

ZQ3 

— Mr. WiHiam (tlie late), zdo, 
z6z 

— W. J. [an amateur who has 
not, I beUeve, left any other work 
than these copies described], <$6, 67, 
68, Z64, Z67, z68, Z96, 205 

states, definition of, zi, zii 

— not always created by Rem- 
brandt, XX, xxiii 

Snermondt ColL, Z64, Z65 

Suenr; see Le Snear 

Sohiiand, z86 

Somgne, 207 

Swanenbnrdi, J. I. van, xlii note. 

— N., xlii note. 



T. 



Thane, John [his stock in trade after 
his death in 1819 formed two sales 
of ten and twelve days. He is re- 
puted to have been very clever and 
very unscrupulous in 'restoring' 
prints], zoz, zz8 

Tkolinx;ziZ 

Three CoUages, The, xx 

Three Crosses, The, xxi 

Tiffin, Williamt Z32, 220, 233. Ap- 
pendix B 

Titns van Rhyn, 146^ Z56 

TobU Mind, 267 

Tomieman, 2z8 

Travelling Aftisiaans, 223 

Trible, Z22 



U. 

linger, 9Z 

Uytenbogaerd, the minister, 44, 95 
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VAN 

V. 

Van der Velde, Jan, 173, a77 

Van VUct, Jan, xUi, :|5, 30, 41, S3» 
63, 78, 84, xoo, X67, 171, X77, 179, 
x8o, x8x, 350, 35X 

Vend, de, ColL, 207 

Ventolk de Soelen, Jean Gisbett 
BaxxMi V. de S., ministre d'Etat, 
etc. [The collection of drawings and 
engravings fonned by the late Baron 
Ventolk de Soelen was, if not the 
most extensive, certainly the finest 
and most comprehensive collection 
which has ever appeared in the 
auction room. The drawings were 
dispersed in March, 1847. The en- 
gravings, etc. arranged in the Dutch, 
German, Italian, French and Eng- 
lish schools, and numbering 2,704, 
were sold in June and July. The 
Rembrandts, in 815 lots, were 
brought forward in October, realis- 
ing the hardly adequate sum of 
3,832/. ; the < School of Rembrandt,' 
comprising 341 pieces, was sold 
entire for 433/.], 36, 5x, 70, X74, 
3x5,237,350,2^ 

Visscher, x6o, x6x, 353 

Vista^ The, X47 

Vivares» Franda [bom 17 12; died 
1782. A French engraver, but 
domiciled in England ; best known 
for his engravings after Claude Lor- 
raine], 45, XOO, 370, 386, 394, 300, 

303> 3"f 3za> 3Z7i 3x8 
VoQdel,U 

Voz, de [it b not known to which 
artist of this name these copies 
should be attributed], X9X, 377 

Voz, Mr. de, ColL, 37 



W. 

Watdet, Claude Henry [bom in 
Paris, 1718 j succeeded his father as 
Receiver General of Finance ; an 



WILSON 

amateur engraver and writer on art 
(see < Dictionnaire des Arts de Pcin- 
ture, Sculpture et Gravure,' Paris, 
1792) ; he engraved about 100 
plates], 35, 166, X7X, 26x 

Weber, Mooa., of Boon, 187 

Webster, John* Esq., xso, xte^ 307, 
28x 

Wetfa, J. de, [a disciple if not a pupil 
of Rembrandt], X79 

Whiti MooresSf XXO 

William, Prince of Orang^e^ xo8» 
X09, X29 

Wilson, Benjamin [bom at Leeds, 
1720; died 1788. Portrait-painter, 
mexzotint engraver and etcher. His 
work in imitation of Rembrandt was 
at the time considered very decep- 
tive. An impression from one fA his 
plates is occasionally met with, cm 
which is inscribed, <A proof print 
from this plate, designed and etched 
by B. Wilson, was sold as averry 
(sic) fine Rembrandt to one of the 
greatest connoisseurs for six shillings, 
the 17th April, 175Z.' An early 
impression of a fiincy portrait of a 
man in a broad-brimmed hat, in- 
scribed in the upper right Rem- 
brtmdi /, 1638 was even more suc- 
cessful, having been sold for two 
guineas], srix 

Wilson, Richard [bom in Wales, 17 14, 
one of the founders, and the Li- 
brarian of the Royal Academy ; died 
178a], 306, 307 

Wilson, Thomas, ColL [Thomas 
Wilson, author of the Descriptive 
Catalogue (BibL viL), formed a small, 
but, as might be supposed, a very 
choice collection of Rembrandt's 
etchings, numbering about 133. They 
were dispersed at his sale in 1830^ and 
the finer, if not the larger, part is now 
in the Collection of His Grace the 
Duke of Bucdeugh. Wilson's whole 
collection of prints and engravings 
realised about 14,000/.], 333, 30X, 330^ 
333 
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WOODBURN 

Woodbufii, Samuel [his sale took 
place at Christie's in 1854: the Rem- 
brandt etchings on June 8th and 
loth ; the Rembrandt drawings, 
among which was the Anslo (p. 126), 
on the 26th], Z74, Z98» 2x5, 3x9, 

Worlidg^e, Thomas [bom 1700 ; por- 
trait-painter and engraver; his en- 
gravings of gems after the antique 
are of greater merit than his copies 
after Rembrandt. He died at Bath, 
1766 or -8. Among other copies is 
one of The Portrait of Jan Six ; it is 
a most indifferent copy, but is inter- 
esting because the features are not 
imitated from the original, but are 
those of Worlidge*s patron and 
friend. Sir Edward Astley], 53, 83, 
98» I09» xx8, X37, X97, 2x6 



ZOOMER 

z. 

Zande, F. van der, CoQ. [the Rem- 
brandt etchings. Lots 2168 to 2302, 
formed a very fine and comprehen- 
sive collection. Among the draw- 
ings was Lot 3042, ' a study of two 
figures, of which one is the first 
thought for the sick woman in The 
Hundred Guilder^ ], X89, 204 

Zanetti, Antoine Marie [descendant 
and representative of a noble Vene- 
tian family, one of whom had, about 
the year 1680-90, purchased the 
Rembrandt Collection of Jan Petersz 
Zoomer of Amsterdam], X78, 2x4. 
Appendix D 

Zoomer, Jan Petersz [a print dealer, 
amateur and artist of Amsterdam ; 
bom 1641], 2x4, 2x7. Appendix D 
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WORKS ON AET AOT) ANHQUITY. 



A HISTORY OF AECHITECTUEE IN ALL COUNTEIES, 

from the Earlieflt Times to the Fzeeent Day. By Jambs FimouBsoir, F.R.S., 
Fellow Boyal Instit. Srit. Architects. New and Revised Edition, with nearly 
2,000 IllnBtiations. 4 toIs. Hedinm 8vo. 

VoLi. I. and U. ANCIENT AND MEDIEVAL ABCHITEOTURE. 68#. 
Vol in. INDIAN AND EASTERN ARCHITECTURE. 42*. 
VoL IV. MODERN ARCHITECTURE. 8U. 6d. 

THE MANNERS AND CUSTOMS OF THE ANCIENT 

EGYPTIANa Their Private life, QoTemment, Laws, Arts, Manu&ctnres, 
Religion, Agricolture, Early History, &c Derived from a comparison of the 
Paintings, Scnlptores, and Monuments still existing, with the account of 
Ancient Authors. By Sir J. G^BDinm Wilkiksox, F.R.S. A New Edition, 
with additions by the late Author. Revised and Edited by Saxxtkl Bibcu, 
LL.D. With Coloured Plates and 500 Illustrations. 3 vols. Medium Sto. S4«. 

A HISTORY OF PAINTING IN NORTH ITALY, from the 

Fourteenth to the Sixteenth Centuiy. VionGS, Padua, Vicsmza, Verona, 
Fbrbasa, MiLAir, Fbiuu, Bbvschia. By J. S. Cnowx and G. B. Cavalcasblul 
With Illustrations. 2 vols. 8vo. 42«. 

LIFE AND TIMES OF TITIAN. With some account of his 

Family, chiefly from new and unpublished Records. By J. A. Cbowb and 
G. B. Cavalcasidxb. With Portrait and Illustrations. 2 vols. 8vo. 428. 

LIFE OF MICHELANGELO BUONARROTI, SoplptOT, 

Painter, and Architect; including inedited Documents from tMi^Lg00^ 
Archives, illustrative of his Life and Works, now for ih^ first HmS^tmihed, 
By Chablis Hxaib Wilsuit. With Portrait and other Enfi;raving8. Royal 
. 8vo. 28«. 

THE BOOK OF MARCO POLO, the Venetian. Concerning 

the Kingdoms and Marvels of the East A new English Version. Illustrated 
by the light of Oriental Writers and Modem Travels. JBy Col. Hbnbt Yvlb, 
C.B., late Royal Engineers (Ben^). Second Edition, Revised and Enlaiged, 
wit<h 19 Maps and 130 Illustrations. 2 vols. Medium Svo. 6d«. 

PURITY IN MUSICAL ART. By A. F. J. Thibaut, of 

Heidelberg. Translated, with a Pre&tory Memoir, by W. H. Giadstonb, 
M J». . Post Svo. 1b, 6d. 

MYGENiE: a Narrative of Discoveries and Researches at MycensB 

and Tixyns. By Dr. BExmbt Schubmamh. The Preface by the Right Hon 
W. E. Gladstonb, MJ*. With 20 Maps, Plans, and 660 niustzations. 
Medium Svo. 60#. 

TROY AND ITS REMAINS : a Narrative of Discoveries and 

Researches made on the Site of Dium and in the Trojan Plain. By Dr. 
HsNBT SoHLDDfAifx. With Maps and 600 Illustrations. Medium Svo. 42«. 

CYPRUS : its Ancient Cities, Tombs, and Temples. A Narrative 

of Researches and Excavations during Ten Years' Residence in that Island. 
By Gen. Lovis P. ni Cbsmola, M.R. Acad. Sciences, Turin. With M^pe and 
600 Illustrations. Medium Svo. 60». 

THE CITIES AND CEMETERIES OF ETRURIA. By 

GsoBOB Dbmnis. a New Edition. Revised and Enlaiged so as to incorporate 
all the most Recent Discoveries. With Maps and 200 Dlustrations. 2 vols. 
Medium Svo. 42«. 
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HANDBOOKS TO THE CATHEDRALS OF ENGLAND AND 

WALES : giTing a Histoxy of each See, with Biographical Notices of the 
Bishopa. B7 Bichasb J. Eino, B.A., Exeter College, OxfoidL With 
nnmerons lUuBtrations, 7 vols, poet 8to. 
Vols. I. and 11. SOUTHERN DIVISION.— WncanwiHR, Sausbtjat, Exxtbr, 

Wxixs, BocHBSTBB, Caitrbbxtbt, Oexchbstbr, and St. Albams. With 160 lUiu- 

trations. 2 vols. 36«. 

Vol. III. EASTERN DIVISION.-^Ozfobd, FnBBBOBOiTQH, Lofoour, Nobwxcr, 
and Ely. With 90 Illustiations. 18^. 

VoL IV. WESTERN DIVISION.— Bristol, Qwxjckstm^ Wobcmtiw, Hbsx- 
VOBD, and LiCHFiBLD. With 60 Illustrations. 16«. 

Vols. V. and VI. NORTHERN CATHEDRALS.— Yomt, Rirow, Durham, Car- 
LiSLX, Orsstbr, and Manchbstbr. With 60 Illustrations. 2 rohk 21#. 

Vol. VIL WELSH CATHEDRALS.—Llahdafp, St. Davids, St. Asaphs, and 
Bakoor. With 40 Illustrations, lbs. 

THE TEMPLES OF THE JEWS AND THE OTHER 

BUILDINGS IN THE HARAM AREA AT JERUSALEM. By Jambs 
Fbrousson, D.C.L., F.R.S., Author of ' History of Architectnre,' 'Rude Stone 
Monuments/ &e. With Plates and Woodcats. 4to. 42«. 

RUDE STONE MONUMENTS IN ALL COUNTRIES: their 

Age and Uses. By Jambs Ebboussoit, F.R.S. With 230 Illusczations. Madinm 
8vo. 24«. 

LEAVES FROM MY SKETCH BOOK : a Selection of Sketches 

taken during many Tours. By E. W. Coobb, RJL 60 PUtes, vith Deeerip- 
tive Text. Small folio, 81«. M, each. 

First Series — ^Pabis, Ablbs, Monaco, Nubbxbubo, SwrmBiAifD, Bomb, Egttt, &c. 

Second Series — Ybnicb, Naflbs, Fompbh, P.B8tum, Thb Nilb, &e. 

ANNALS OF WINCHCOMBE AND SUDELEY. By Emka 

DsifT. With 120 Portraits, Plates, and Woodcuts. 4to. 42«. 
' Few FMddeDoeB cui boest a grMter tntiqnity, or haTB wltncMed more striking ohangM than 
BuDKLST Castlb. Amansum, or maoor-hoiue.t^re the Ckmqneei. a baronial castie in the time of 
Btephen, then alternately golnfr to decay or rising into additional magnifioenoe, with atatc^ towen 
to overlook the Tale— again soldering from n^lect, and onoa more right royally restored and beaoti- 
fled to raoeiTP the widowed Qaeen as Seymour's bride, with aH her loidly retinue.'— Pbxtacs. 

OLD feNGLISH PLATE: Ecclesiastical, Decorative, and 

Domestic ; its Makers and Marks. With Improved Tables of the Date Letters 
used in E^gUnd, Scotland, and Ireland. Founded on Papers and Tables of 
OcTJLTius S. Morgan, F.^S. By Wilfrxd J. Oripps, M.A., Barrist«r-at- 
Law. With 70 Illustrations. Medium 8vo. 21<. 

LECTURES ON THE RISE AND DEVELOPMENT OF 

MEDIiEVAL AltCHITEOTURE. Delivered at the Rq^ al Academy. Bj 
SirG.Gu.BSBTSooTT,B.A. With 400 lUustntions. 2 vols. Medium 8to. 42«. 

OOXTIUITS : 



Rationale of Gothic Axohiteetnz*. 

Windows. 

Study of Gothic Arehiteeture. 



Claims of MeditSTal Aichiteetnre. 
The Rise of Medinval Architecture. 
The Transition. 
The Xlllth Century. 

HANDBOOK TO THE HISTORY OF PAINTING. The 

Italian, German, Flemish, and Dutch Schools. Based on the Work of Kugler, 
^ originally Edited by the late Sir C. L. Eastlaxb, R.A., and Dr. Waaobt. 

ql '^ New and Revised Edition, with 200 lUustrations. 4 vols. Crown 8vo. bU, 

> ^ L THE ITALIAN SCHOOLS. Edited by Lady Bastlam. With 140 Dlustra. 
tions. 2 vols. 30«. 

n. THE GERMAN, FLEMISH. AND DUTCH SCHOOLS. Edited by J. A. 
Cbowb. With 60 Illustrations. 2 vols. 24«. 
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